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The United States is a multi-ethnic nation, with minority ethnic groups accounting for more than one-fourth of its population. Chinese-Americans are an important group among such minorities in America. Over the past few decades, the Chinese in the United States have gained considerable prominence. While Chinese-Americans, because of their dedication to upward mobility combined with safely familiar exoticism, are trumpeted as the success story of American multiculturalism, they are also deeply resented as alien intruders whose presence threatens American economy and social life. Therefore, it is historically difficult to identify Chinese-Americans with Americans. 
Since the 1960s, a growing number of “ethnic” scholars in the United States have been making their mark on American literature, history and other fields, and they have been working to call the public’s attention to ethnic harmony. Thus, a number of scholars’ works about Chinese-Americans have been written, among others about the transformation of Chinatowns, Chinese-American literature, and the history of Chinese in the United Sates.
Yet this paper tries to bring a relatively new perspective to look at Chinese-Americans. It dissects the cinematic depiction of Chinese by surveying culturally accepted notions of gender, ethnicity, race, and class. Meanwhile, it intends to initiate a social history of the Chinese portrayals in Hollywood films, from the early 1900s up to present day as well as a history of how the Chinese have been challenging the stereotypes. Since Chinese-Americans are conflated with the Chinese and are influenced by Sino-American relations, it is inevitable to examine their images together. Although some researches have been done on the Asian representations in general and have touched on movies about the Chinese, a detailed history of “Hollywood Chinese” is still lacking. 
As to Hollywood Asians, with the exception of Eugene Franklin Wong’s On Visual Media Racism, Dorothy B. Jones’ The Portrayal of China and India on the American Screen, 1896-1958, Darrel Hamamoto’s Countervisions: Asian American Film Criticism and Jun Xing’s Asian America Through the Lens: History, Representation and Identity, and Marchetti Gina’s Romance and the “Yellow Peril”, there are few other book-length scholarly studies dealing with the representation of Asians and Asian-Americans in Hollywood. 
Analysis in this paper is on the basis of the previous researches done by a number of scholars. To take some examples, although Isaacs Harold’s Scratches on Our Minds is not related with cinematic representation of Chinese, his perspective of Sino-US relations forms the bedrock of my research. In Roman and the “Yellow Peril”, Marchetti’s detailed analysis on certain movies and her deep insight into interracial romance inspired me a lot. In “From Yellow Peril through Model Minority to Renewed Yellow Peril”, Doobo Shim takes an important step in analyzing Hollywood’s depiction of Asian-American characters. My research is based on his accomplished work, but my exclusive focus is on the construction of Chinese images in the Hollywood narrative. His observation shows that racism in Hollywood narrative is persistent in the last century, which is also confirmed by my arguments. What distinguished my thesis from his work lies in my double perspectives. While the racism in Hollywood has also been exposed, from overt racial discrimination to underlying and hidden cultural racism, the research notes that the Chinese are no longer puppets. The representation of Chinese is on the way to diversity. 
The representations of Chinese and Chinese-Americans have been appearing frequently on screen from the birth of American fiction film. The Chinese and Chinese-Americans can be seen from the very first black and white silent films to modern movies. Sometimes these characters were more popular, sometimes less. Sometimes they had leading roles, sometimes supportive. Sometimes they were played by Chinese or Chinese-American actors, sometimes by Whites in yellowface.​[1]​
Hollywood has produced various Chinese characters to the American public. However, in a long history, they have suffered from cultural racism together with other minority groups, including Native Americans, African-Americans and Mexican-Americans. Hollywood narrative is actually “a Western style for dominating, restructuring, and having authority over the Orient,”​[2]​ described by Edward W. Said.
The Chinese-Americans, as the largest segment of the Asia-American population and a distinctive minority group, were hardly distinguished from other Asian-Americans in the minds of most Americans. The reason why I decide to focus on the history of Hollywood Chinese partly because of my own background, but largely due to the important role China has been playing in the American history. However, the images of the Chinese that still largely govern in the minds of most of Americans are for the most part the product of the experience of the first four decades of last century.​[3]​ Therefore, it is necessary to look back the historical events during that period or even earlier. 
So far Hollywood Chinese has received scarce academic attention in western countries. The little attention it has received has been in the field of media studies, sociology or cultural studies. This thesis will try to bring the issue within the domain of historical research and cultural politics. By means of a cultural historical approach, the project will analyze the roots of stereotypes, but also its different political, cultural and economic dimensions. Unlike research in other fields, the research will only focus on Chinese and Chinese-American representations instead of the portrayals of Asian and Asian-America in general. In order to illustrate the differences, it will adopt a comparative method to compare the different situation of Chinese and Japanese. Besides, it will also use historical comparative method to analyze the evolution of Chinese images. Thus, the research will scrutinize the social, cultural, political and technological pre-conditions that promoted the evolution. I argue that historical research on Chinese representation is of crucial importance. Otherwise, a thorough understanding of contemporary Hollywood Chinese cannot be attempted. 
On the one hand, the research tries to cover the history of Chinese representation in films, ranging from romantic dramas and comedies to action and historical fiction films; on the other hand, the focus here is to dissect Hollywood’s Chinese by examining certain movies in different sociohistorical contexts. The films are chosen according to box office hits and influence.
For a long period of time, the Chinese were under-represented against their will due to the reason that China was in a generally weakened state throughout the early twentieth century. Moreover, the Chinese Exclusion Act of 1882 that was in force for over 60 years had prevented Chinese people from immigrating to the US. Chinese immigrants thus declined drastically during the period of exclusion. Therefore, the power of the Chinese-Americans as a part of larger audiences had been limited by its comparatively small population. Nevertheless, the repeal of the Chinese Exclusion Act and enlarged quota allotment encouraged Chinese immigration again. 
In the past, it had always been assumed that the power of television and cinema was so great and that the audiences were passive consumers.​[4]​ This view has been changed since communication research developed. The audiences were considered to be more active and critical to counter the power of media. The protest against stereotypes and demeaning portrayals from Chinese and Chinese-Americans suggests their resistance to being defined by white Americans. However, getting rid of stereotypes still leaves much to be desired. As claimed by David Morley, “the power of viewers to reinterpret meanings is hardly equivalent to the discursive power of centralized media institutions to construct the texts which the viewer then interprets.”​[5]​ But recently, some Chinese filmmakers and actors have also come to make their efforts to deal with Asian stereotypes and under-representation. Significant gains can be seen in the last few decades. Therefore, diverse Chinese images have been created and presented to the American society. 
It is worth mentioning that at different times, Chinese images have been contradictory in various respects. When it comes to represent China and its people, American movies contain both a sense of almost timeless stability and nearly unlimited chaos. The four chapters presenting stereotypes as well as evolution will be organized in chronological order, namely, from the beginning of the 20th century to1937, from 1937 to 1949, from 1949 to the early 1980s, and a new era of diversification. These four sections will be followed by a conclusion. 
Chapter one will take the reader back to the early Chinese immigrants in the US. The early Chinese laborers appeared on American screen mostly as coolies. Their exotic appearance implied a connection to this stereotype. The traits of China were often depicted in contradictory pairs, including wisdom and superstition, strength and weakness, conservatism and extremism, calmness and violence. Such characteristic ambivalence arises from either the cultural conflicts due to the small-scaled short-term contact or from the fantasy toward China since the Middle Ages. It is worsened by the implementation of the Chinese Exclusion Act. Henceforth, Chinese people could not enter into the United States. Meanwhile, geographical distance, along with the political and cultural differences hampered the further folk association between China and America. Chinatown, as a substitute, served as an access for Whites to know China and was frequently depicted in Hollywood movies. As Chinese were seen both as inferior and inscrutable, the portrayals of the Chinese in the films had reflected such ambivalence. While Dr Fu Manchu and Dragon Lady represented the Yellow Peril that threatened western society, Charlie Chan was a positive model in the eyes of many white Americans. D. W. Griffith’s Broken Blossoms created one of the first major and sympathetic Chinese images, well integrating the contending traits and emotions. 
Chapter 2 focuses on the period from 1937 to 1949, exploring how turning points such as the Second World War and the establishment of the People's Republic of China affected Chinese screen images. Due to the outbreak of World War II, the major incarnations of evil represented by the Chinese have changed. After the Pacific War, China became one of America’s allies and Sino-US relations experienced a honeymoon. Madame Chiang Kai-shek’s frequent visits to America were an immense public success. During the same period, the United States Congress repealed the Chinese Exclusion Act of 1882 and established an annual quota of 105 for Chinese immigrants in 1943. The political changes subsequently opened up a new epoch of Chinese representation in the films. The fiction writer Pearl S. Buck contributed significantly to the improvement. Her novel The Good Earth, later being adapted into a film, is known as a breakthrough in the film history. It breaks the patterns of the stereotypical Chinese images. As observed by Dorothy Jones, “the character of the Chinese peasant in general follows that dramatized in The Good Earth – he is hardworking, strong, persevering, and able to withstand the most severe adversities, kind toward children, respectful toward elders, all in all an admirable and warmly lovable character.”​[6]​ However, up till then, the existence of Chinese characters and actors were still practically ignored in Hollywood films. Only white actors could be cast in the lead roles and traditional Hollywood practices such as “yellowface” make-up have not been changed yet. 
Chapter 3 looks at the significant political changes after the Second World War which swayed Chinese images greatly. The friendly Sino-US relations brought by the Second World War did not last long. After the Communist Revolution in China in 1949, the United States bolstered its relationship with Japan and battled communist encroachment. Fluctuating relationships between the United States and China affected U.S. treatment of Chinese-American and Chinese screen images for sure. On the one hand, the mainland of China was portrayed as paradise of terrorism, and the Chinese became inhuman “ungrateful wretches.” On the other hand, Chinese and Japanese Americans became a model minority that struggled to assimilate into American society without complaining or asking for anything. Following the trend, the musical Flower Drum Song depicts all characters’ desire to assimilate into the larger American society. Moreover, after feminist movement grew rapidly in the United States, the image of the submissive and docile “China Doll” appeared more often on screen. Interracial marriage became a popular theme after miscegenation was legalized. Films like Love is a Many Splendored Thing and The World of Suzie Wong dramatized racial prejudice and hardship faced by interracial couples. The subservient and introverted Chinese woman served as a metaphor indicating that the Chinese were willing to sacrifice themselves in order to maintain white American domination. Romance and sexuality in these movies helped to justify white hegemony. Meanwhile, Kung Fu craze led by Bruce Lee in the 1970s provided a new explanation of Chinese nationalism (​http:​/​​/​en.wikipedia.org​/​wiki​/​Chinese_nationalism" \o "Chinese nationalism​). Bruce Lee is one of those nonwhite heroes on the white-hero-dominant screen.
Finally, we will illustrate Hollywood’s recent tendency and how Chinese transformed from passive audiences and puppets to active challengers who attempt to change long-standing conventions and lead the representation of the Chinese people in American motion pictures to a more diverse way. The new immigration bills brought the influx of Chinese immigrants into the United States. Chinese-Americans, together with African-Americans, Hispanics and other minority groups are struggling to become parts of the mainstream in the new era of multiculturalism. From the 1980s onwards, significant gains have been made by Chinese and Chinese-American actors, such as Jet Li, Jackie Chan, Chow Yun Fat, to name a few. Chinese filmmakers who have produced some independent films are more likely to break into Hollywood. The Joy Luck Club, directed by Wayne Wang and based on Amy Tan’s best-selling novel marked the new epoch. As the first foreign-language film to be nominated for ten awards and the first Asian language film to be nominated for best picture, Crouching Tiger, Hidden Dragon did succeed in opening the American market to the products of Chinese film industries. 
Chapter 1: Early Chinese Experience in the United States and the Yellow Peril

Due to the California Gold Rush, large-scale Chinese immigration began in the middle 1800s. Chinese laborers were the first Asians to come to the United States in large numbers. They were seen as a cheap labor source. In the initial period, through the 1850s to the 1860s, the Chinese immigrants were welcomed in California. They were greeted with great warmth instead of hostility or racial prejudice. In the time of their great usefulness, Chinese immigrants were generously described as “the most worthy of our newly-adopted citizens...the best immigrants in California…thrifty, sober, tractable, inoffensive, law-abiding, with all-around ability and adaptability.”​[7]​ 
The historical documents indicate that approximately 12,000 Chinese laborers made up 90% of all the laborers employed by the Central Pacific Railroad. Chinese workers made a great contribution in building transcontinental railroad, which was the significant factor in American economic development. They worked hard with little pay and simple dwelling under severe weather conditions. They managed to conquer great difficulties with the techniques they had learned in China. As admitted by Hon. John T. Doolittle, Congressman from California, “without the efforts of the Chinese workers in the building of America's railroads, our development and progress as a nation would have been delayed by years. Their toil in severe weather, cruel working conditions and for meager wages cannot be under appreciated.”​[8]​ Iris Chang also made similar comments, “the America of today would not be the same America without the achievements of its ethnic Chinese.”​[9]​ 
However, their great contribution were rarely mentioned or ignored in American history. John Tchen observed that “in the photographs commemorating the completion of the construction, there are no Chinese; they were not invited to the ceremony.”​[10]​ Their achievements were overshadowed by the social conflicts. Discriminations against the Chinese could be seen everywhere even in the years when the Chinese were still largely welcomed. In 1852, California's legislature settled on a new foreign miners' tax as a way of dealing with Chinese men in the diggings. In 1854 the California State Supreme Court categorized Chinese with Blacks and Indians, depriving them of the right to testify against white men in courts of law. In 1858, Oregon required Chinese miners to purchase monthly licenses.​[11]​
Americans' resentment of the Chinese immigrant was caused by various factors. Most Whites saw Chinese immigrants as more inassimilable and far more racially different than Europeans. Their Manchu-style dress and pigtail distinguished them from the rest. They largely kept their own social customs and traditions. Furthermore, unlike black Americans, the Chinese rejected the Christian religion, which was regarded as the most offensive by the white Americans. In American Immigration: Its Variety and Lasting Imprint, Rob Kroes states “…one gets a view of the Chinaman in America...others saw him, as a species of man far stranger than all the strangers in the land, an alien even among immigrants.”​[12]​ The Chinese were seen as an inferior race because of the “culturally biased perceptions of the Chinese as uniquely non-Western in dress, language, religion, customs, and eating habits.”​[13]​
As early as 1852, California Governor John Bigler had issued a declaration of hostility toward Chinese immigration and called for their future exclusion from California.​[14]​ He accused the Chinese of being allegiant to their homeland and of illegally entering the country, which justified Americans’ attack and discrimination on the Chinese. The Chinese laborers constantly sending money earned in America back to China was seen as the drain on the local economy. Yet such claim was proved to be ridiculous. Statistics show that Chinese contributions to the discriminatory Foreign Miners’ Tax “accounted for at least half of California’s entire state revenues from 1850 to 1870.”​[15]​ 
The tension between the Chinese and the other immigrants grew rapidly when white settlers began to compete with Chinese immigrants for work on the west Coast. During the time of economic depressions, Chinese “came to be identified with large businesses and were regarded as enemies of small farmers and workers.”​[16]​ As John Tchen says, 

The increased integrated national capitalist economy reeled from periodic depressions in the 1870s and again in the 1890s. . . . Masses of unemployed, militant trade unions and antimonopoly political rallies punctuated these periods of economic downturn. Although the much-hated monopolists were a main target of organizational agitation, the Chinese were increasingly often made the scapegoats for social problems.​[17]​ 

When the end of railway building led masses of both white men and Chinese laborers into unemployment, the limited job opportunities became valuable. Although the Chinese had already been quickly driven away from gold mining, they were deprived of the chances of working in the service trades, manufacturing, and agriculture as well. The rising hostility and agitation reached peaks during the depression years of the 1870s. Schrieke describes in Alien Americans: a Study of Race Relations,

The Chinese became “a distinct people,” “unassimilable,” “keeping to their own customs and laws”. They lowered the plane of living “[…] shut out white labor.” They were “clannish,” “dangerous,” “criminal,” “secretive in their actions,” “debased and servile,” “deceitful and vicious,” “inferior from a mental and moral point of view,” “filthy and loathsome in their habits.”…Every aspect of the invaders became unpleasant; their slant eyes bespoke slyness; their conversation among themselves frightful jabbering…​[18]​ 

Though cheap Chinese labors were still greatly wanted by American employers, meanwhile a wild clamor arose in many regions especially in California to exclude the Chinese. The Asian exclusion movement encouraged the white ruling class marched hand in hand with white workers. Ironically, the majority race would unite regardless of social class whenever they feel threatened by outsiders. Such anti-Chinese agitation brought about numerous laws against Chinese during the 1870s and 1880s. “By 1876 both major political parties, anxious for California’s votes, had adopted Chinese exclusion planks in their platforms.”​[19]​ In Tchen’s opinion, such laws intended not only “to restrict Chinese immigration but also to expel the Chinese from America.”​[20]​ 
According to a California vote on the exclusion issue in 1879, there were 154,638 supporters of the exclusion and only 883 voters were against it. Subsequently, the Congress passed the Chinese Exclusion Act, the first law of its kind in American history, the first “discriminatory legislation on immigration passed by the American Congress, closed America’s doors on the Chinese.”​[21]​ According to the new law, the only Chinese who could legally enter the United States under the exclusion were members of five exemptible categories, namely, merchants, students, teachers, diplomats, and tourists. It was followed and hardened by a series of Chinese exclusion laws. The law not only barred Chinese laborers from entering the United States and denied them naturalization, but also imposed severe and enduring damage on Chinese family life by stopping Chinese women’s entry to the United States. 
As interracial (​http:​/​​/​www.answers.com​/​topic​/​interracial" \t "_top​) marriage was also illegal at the time, it was almost impossible for most of the Chinese immigrants to have families in the United States. Chinese immigrant’s population thus declined drastically during the period of exclusion. More laws were passed to restrict types of jobs Asians could and could not hold in America.
This set of circumstances tended to keep Chinese men in the position of manual labor, such as laundry man or servant. “Among the Chinese, laundry work emerged quickly, as did restaurant service and personal/household services, as ‘Asian’ occupations.”​[22]​ Their images could be recognized in magazines and newspapers easily by their queues, coolie caps, slippers and jackets, often with braiding or buttons.​[23]​ The coolie stereotype more or less determined their economic inferiority. The image of coolie was closely related with the Chinese in early movies. “One of the first attempts at film comedy”, Chinese Laundry Scene (1894), the short silent film, stars “the Chinaman Hop Lee who employs tremendous ingenuity and dexterity to elude the Irish policeman who chases him.”​[24]​ Musser also notes that in The Terrible Kids (1906), a mischievous boy assaults a Chinaman by pulling his queue. In these movies, the “Chinese were presented mainly to provide comic relief and to establish local color.”​[25]​ Even Yen Sin (Lon Cheney) in the film Shadows (1922), albeit he is portrayed as a sympathetic character who wins the heart of residents in Urkey town, he is still a coolie. His lifetime of hard work makes him bowed, which looks both comic and subservient.​[26]​
The1882 exclusion law stirred up an anti-Chinese hysteria, reaching its peak in 1885. In November, Chinese laborers in Seattle were threatened by a nativist mob by force until the state government sent troops to ease the agitation. In Tacoma, Washington, the Chinese were forced to leave America for Portland. The worst case happened in September 1885. When Chinese workers refused to join a strike in Rock Springs, a mob of several hundred whites attacked Chinese labor quarters. Altogether 28 people were killed, 15 were wounded and property worthy about $140,000 was destroyed.​[27]​ 
The Chinese were driven away from Caucasian-American neighborhood because of mass racial violence. The message is clear: the Chinatowns in the United States were by no means formed voluntarily. In other words, Chinatown was a direct outcome of the Chinese exclusion laws. Chinatown had been formed as a sojourners’ settlement, became more isolated from the larger society for the purpose of self-support and self-protection.
The Chinese found safety in trades in which whites did not disturb them as competitors-laundries and restaurants and as houseboys.​[28]​ As Mazumdar observes, those residential districts “became more and more a segregated ghetto that kept the Chinese in one area, and whites out.”​[29]​ However, excluded from the American dream by racist work laws, when some Chinese men chose physical job to sustain their lives, some Chinese men turned to illegal means of making money, and organized criminal gangs or Tongs in order to sell black-market goods. The “Tong Wars” that occurred in various Chinatowns from 1910 to 1930 were launched over control of illegal commodities, namely, opium, gambling and prostitution. 
Therefore, “Yellow Peril” became a popular term in many local newspapers. Hollywood followed the trend and produced many films that exploited the images of Chinese-American criminality, such as The Yellow Menace (1916), The Tong Man (1919), and Chinatown Nights (1929). The fear of “Yellow Peril” seemed to have justified whites’ discrimination and persecution of the Chinese. In American Scenarios, Joseph Reed explained why Yellow Peril is so pervasive, “political fear makes a need for racialist alienation…to combat an enemy, it is useful to make that enemy outlandish, heathen, a different color, subject to exotic….”​[30]​ 
On the one hand, Chinatown is a closed society and shelter for Chinese-Americans. However on the other hand, ever-changing and flavorful Chinatown helps to reinforce Chinese inscrutability. In writer Robert Lawson’s boyhood recollections of the Chinese who early in the 20th century lived in a New Jersey town, we can find the description as follows,

The Chinese, of course, were by far the most foreign and outlandish. They ran laundries, no work for a man anyway, they had no families or children, and they were neither Democrats nor Republicans. They wrote backwards and upside down, with a brush, they worked incessantly night and day, Saturdays and Sundays, all of which stamped them as the most alien heathen. . . . We knew that they lived entirely on a horrible dish called chopsooey which was composed of rats, mice, cats, and puppydogs.​[31]​ 

The image of the Chinese and Chinatown abstracted from such depiction can be summarized into a few words: bachelor society, hardworking and horrible eating habits. It fit into the illusion of “Yellow Peril”, which provided white writers and filmmakers with creative source. Dorothy Jones considered China as the most frequently shown of Asian countries in feature films by far.​[32]​ To a large extent, representations of Asians were representations of Chinese. The general characteristics of Asians drew upon stereotypes of the Chinese. Therefore, anti-Chinese bias extended to anti-Asian bias. Anti-Chinese sentiment was not only supported by institutional laws, but also by leading newspapers. New York Times declared: “We have four million of the degraded negroes (sic) in the South…and if there were to be a flood tide of Chinese population – a population befouled with social vices, with no knowledge or appreciation of free institutions or constitutional liberty, heathenish souls and heathenish propensities, we should be prepared to bid farewell to republicanism.”​[33]​ 
Following the trend, local magazines and Hollywood films produced a great deal of stories about Chinese villains in light of dark Chinatowns. During the 1920s, Chinese gangsters and Chinatowns appeared frequently on screen. As Isaacs notes, 

The crowded, honeycombed Chinatowns themselves quickly became dark places of mystery, sin, and crime in the popular magazines and, before long, in the films. No evil was too devilish to be attributed to the Chinese villains, who stalked their victims in dark alleys and through secret passages, who lolled with their opium pipes, smuggled drugs, slaves, prostitutes, or other Chinese, or hacked away at each other in the tong war versions of the crime-and-gangster themes that filled American screens during the 1920s.​[34]​ 

Dorothy Jones listed a long series of the movies in The Portrayal of China and India on the American screen (1896-1955), all using common devices:

The mystery of Chinatown was suggested by a whole series of visual clichés—the ominous shadow of an Oriental figure thrown against a wall, secret panels which slide back to reveal an inscrutable Oriental face, the huge shadow of a hand with tapering fingers and long pointed fingernails poised menacingly, the raised dagger appearing suddenly and unexpectedly from between closed curtains.”​[35]​

Perhaps among all the villains, insidious Dr Fu Manchu featured in a series of films was most remembered. The character of Fu Manchu was created by the English writer Sax Rohmer. After the novel The Mystery of Dr. Fu-Manchu gained popularity, it adapted into films, starting with The Mysterious Dr. Fu Manchu (1929), followed by The Return of Dr. Fu Manchu (1930), Daughter of the Dragon (1931), The Mask of Fu Manchu (1932), and The Drums of Fu Manchu (1940).​[36]​ In the language of Hollywood publicity material, Fu Manchu had “menace in every twitch of his finger, a threat in every twitch of his eyebrow, terror in each split-second of his slanted eyes.”​[37]​ Fu Manchu was an evil genius, using his mysterious Oriental tricks to bend the rest of the world to his will. He was merciless, enjoying obscure forms of slow torture. He mastered abundant unknown drugs and slaves who were ready to follow his order. Both Warner Oland (actor of Charlie Chan) and Boris Karloff had played Fu Manchu. He ultimately died of natural death during the Second World War when China became a heroic fighter against Japan and a war-time ally of the United States. 
Fu Manchu perhaps can be regarded as a representative of Yellow Peril that threatened white Americans, but Yellow Peril had various embodiments. According to Gina Marchetti, “the narrative pattern most often associated with Hollywood dramas involving the ‘yellow peril’ features the rape or threat of rape of a Caucasian woman by a villainous Asian man.”​[38]​ As a matter of fact, social fear over white/Asian miscegenation was a central theme in many silent films. To take an example, D. W. Griffith’s Broken Blossoms (1919) describes a tragic story of a Chinese who is desired for the love of a white woman. “The Yellow Man”, Cheng Huan (Richard Barthelmess) leaves China (​http:​/​​/​en.wikipedia.org​/​wiki​/​China" \o "China​) to spread Buddhism in the western world (​http:​/​​/​en.wikipedia.org​/​wiki​/​Western_world" \o "Western world​). After he faces the brutal reality in London, his optimism vanishes. Until he meets Lucy Burrows (Lillian Gish), the abused daughter of cruel boxer Battling Burrows (Donald Crisp (​http:​/​​/​en.wikipedia.org​/​wiki​/​Donald_Crisp" \o "Donald Crisp​)), his mission is realized again. One evening after being beaten by her father again, Lucy runs away to Cheng’s home. Cheng takes care of Lucy and protects her from her father’s fists. The two characters form a romantic bond until Lucy is found and dragged home by her father. It is too late when Cheng arrives to rescue Lucy. To take revenge, Cheng shoots Burrows to death. Afterwards, Cheng returns to his room with Lucy’s body and commits suicide. 
D. W. Griffith played a major yet controversial role in shaping the film image of the blacks. For instance, his The Birth of a Nation (1915) “has provoked great controversy for its treatment of white supremacy (​http:​/​​/​en.wikipedia.org​/​wiki​/​White_supremacy" \o "White supremacy​) and sympathetic account of the rise of the Ku Klux Klan (​http:​/​​/​en.wikipedia.org​/​wiki​/​Ku_Klux_Klan" \o "Ku Klux Klan​).”​[39]​ Nevertheless, he created perhaps one of the first major and sympathetic Chinese images in Broken Blossoms, Cheng Huan. Richard A. Oehling describes Broken Blossoms as the “only really sympathetic account of the Asian in mixed-racist love stories from 1910-1930.”​[40]​ Despite a few misinterpretations of Chinese culture, Griffith did acknowledge the validity of many eastern traditions. In the film, it seems that Chinese philosophy is more favorable than that of the west. Cheng Huan, the “Yellow Man” is a man of peace and honor, while Battling Burrows is portrayed as an evil that brutalizes his daughter Lucy. 
The movie was based on Thomas Burke’s story, “The Chink and the Child” from his collection Limehouse Nights. Burke wrote lots of horror novels about white girls seduced and murdered by the Chinese, which was a popular theme in the works of many white writers. Yet distinctly different from the original story, Broken Blossoms was an art movie exploring the complicated intersections of class, family, and race. Robert Lee suggested that “the sympathetic treatment of the relationship between Cheng Huan and Lucy allows Broken Blossoms to be read as a retreat from The Birth of a Nation’s overt and virulent racism.”​[41]​ In fact, Broken Blossoms showed a more well-meaning and positive attitude about race than Birth of a Nation.
Back then miscegenation probably was the most horrific crime that any Oriental could commit in the eyes of many westerners. Although Cheng Huan is arguably an honorable character according to Griffith, he still bears one flaw which became a major concern from the silent era to the 1930s—the sexual desire for Occidental women. It was clear that Cheng Huan’s love had broken a social taboo. Therefore, both heroine and hero had to meet their deaths inevitably. Lucy is beaten to death by her abusive father and Cheng Huan commits suicide after he shoots Burrows. According to Allen Woll and Randal Miller, “Griffith used and reinforced racial themes and many group stereotypes in his movies…his racial portraiture in many ways mirrored the values of his era.”​[42]​ The deaths of the heroine and the hero thus confirmed such value, that is, miscegenation is unacceptable. According to Marchetti, 

While Broken Blossoms seems to praise Asian sensitivity and passivity and condemn Western callousness and violence, a closer look at the rape-lynching fantasy reveals a deeper, less liberal perspective. Stripped to its barest elements, Broken Blossoms still features the white virgin exposed and humiliated by contact with a man of another race, who loses his life for daring to presume he could possess her.”​[43]​ 

Richard Oehling argued that “interracial love affairs and marriages cannot work out in the long run. There are no happy endings.”​[44]​ His conclusion was based on most films in terms of Asian-white relations in the 1920s and was confirmed in many cases. 
Although the story is set in Britain, it is easy to make the links between American and British relations with China. European trade with China since the time of Marco Polo has had a great impact on the cultures of both the West and Asia. Tea, silk and porcelain put Britain in debt to China during its trade with China. Therefore, England encouraged illegal opium commerce to solve the problems caused by trade imbalance. The Opium War of 1840-1842 and the Treaty of Nanjing forced China to give special privileges to the West. American merchants also benefited greatly from the opium trade. Ironically, the missionaries from the United States as well as Great Britain poured into China to save the Chinese from decadence of opium use that the West had helped to promote. In Broken Blossoms, a pair of Anglo-Saxon missionary brothers preaches in front of Cheng Huan’s small antique shop and tells him that one of them will head for China to preach. While a number of Western missionaries have travelled to China to fulfill their various missions, in contrast, Chinese missionaries who left China for western countries to disseminate traditional Chinese civilization have given up their previous ambitions. Griffith set several meaningful scenes in Broken Blossoms to enhance such contrast. 
The story begins with the idealistic Cheng Huan leaving China to bring the message of Buddhist tolerance to western countries. However, while he is in China, Cheng Huan fails to stop a fight between American sailors, which implies his doomed failure. Furthermore, the story ends up with Cheng Huan revenging Lucy’s death by shooting Burrows, which obviously violates his initial belief. 
Yet Cheng Huan and his message of Eastern pacifism are contrasted as a positive alternative to the violence of the West. At the level of the narrative, the Oriental is portrayed as a shelter of innocence. Perhaps we can better understand the context by borrowing the arguments from Marchetti, 

Made during the final days of World War I, Broken Blossoms seems to be part of the rhetoric of universalism, pacificism, and tolerance that formed part of the Versailles Treaty and League of Nations political discourses then current. Giving the deep-rooted hatred of the Chinese prevalent in the American popular media since the mid-nineteenth century, the fact that Cheng Huan could emerge as a sympathetic character in Broken Blossoms likely would be lined to this broader public interest in burying the hatchet and accepting former enemies as brothers.”​[45]​ 

Cheng Huan’s Chinese ethnicity and racial difference indeed add exoticism to Broken Blossoms while encouraging the Oriental fantasy of Asia as feminine, passive, carnal and perverse. Despite its exposure of western social problems such as child abuse and family violence, the film remains rooted in the Western ideology. Robert Lee claimed that “Broken Blossoms followed Fu Manchu in consolidating the Oriental as a trope of racial difference.”​[46]​ Historically, China and Japan have occupied the position of the “other” in Western imagination. Many white middle-class men also saw Chinese with ambivalence. As Robert Lee argues in his introduction to Orientals Asian Americans in Popular Culture, 

One the one hand, the Chinese was indispensable as domestic labor; on the other hand, they represented a threat of racial pollution within the household. A representation of the Oriental as both seductively childlike and threateningly sexual allowed for both sympathy and repulsion. The representation of the Oriental as deviant justified a taboo against intimacy through which racial and class stability could be preserved.​[47]​ 

Similar statement was made by Marchetti, claiming that Broken Blossoms used “the fantasy of rape and the possibility of lynching to reaffirm the boundaries of a white-defined, patriarchal, Anglo-American culture.”​[48]​ Nevertheless, Broken Blossoms achieved great success at the box office. Many reviewers “found it ‘surprising in its simplicity’…the acting seemed nine days’ wonder no one talked of anything but Lillian’s smile, Lillian turned like a tormented animal in a trap, of Barthelmess’ convincing restraint. Few pictures have enjoyed greater or more lasting success d’estime.”​[49]​ The film’s atmosphere was copied and the miscegenation theme was utilized by many followers.
In 1895, Kaiser Wilhelm of Germany was shocked by Japan’s defeat of China. He expressed to the world his expectation of Japan rising in the near future into a leading world power, declaring their presence as the “Yellow Peril.”​[50]​ Following the Russo-Japanese War of 1904-1905, the Japanese continued to promote their expansion. Europe considered it an inevitable clash between Japan and the United States. Japanese’s victory over Russia and its progressive annexation of parts of East Asia made it a fearful foe of the United States. American began to worry about the expansionist tendencies of Japan that had not been colonized by the West yet. 
The “Yellow Peril” should be read in specific historical context for it stemmed from particular economic and political phenomena. David Liu noted in Historical Crossings of a Racial Frontier that “if the ‘peril’ was Chinese, it can be linked closely to the particular mode of mass life that demanded a revision of American life around Fordist manufacturing. If it were Japanese, it has to be seen as the mirror image of American neocolonialism in East Asia.”​[51]​ Xing observes that in white Americans’ perception of Asians, “there is perhaps nothing more ingrained than the Yellow Peril stereotype.”​[52]​ Here, I would like to take the film The Cheat as an example to explain how Japanese Yellow Peril is exploited by Hollywood. 
Cecil B. Demille’s The Cheat (1915) cast Sesue Hayakawa, one of the prominent Asian actors as a Japanese businessman. The movie is about a white woman who steals charity money in order to invest it in stocks. When she loses the money, she turns to a wealthy Japanese man for help, and as a trade, he takes possession of her body. The major theme of The Cheat is to call for the exclusion of people of color from the American bourgeois class.​[53]​ 
Hishuru Tori, the main character is a reflection of American ambivalent feeling toward Japan and the Japanese. To put it specifically, while Tori is powerful, threatening and wealthy like Japan itself, his racial difference determines him to be immoral and inferior. Moreover, his attempt to become Americanized threatens American identity. Like many new Asian immigrants seeking to assimilate into the mainstream, Tori poses a threat to American definition of itself as white, Anglo-Saxon, and Protestant.​[54]​ Nick Browne observes in his essay “Orientalism as an Ideological Form: American Film Theory in the Silent Period” that “the imaginary of the movie world linked and intermingled exoticism and consumerism…for cultural possession and incorporation of the ancient wealth of Asian sexual secrets and material life. The Orient served as the emblem of a deepening re-territorialization of desire.”​[55]​ According to him, Hollywood seemed to use the idea of Orientalism to financially exploit and ideologically intervene in the crisis led by the growth of a modern, consumer-oriented society in the first few decades of the 20th century.​[56]​ 
One may discover that not only Asian males were representing the Yellow Peril, but also Asian women were seen as a threat to white purity. In Edward Said’s opinion, what westerners looked for was a different type of sexuality, perhaps more libertine and less guilt-ridden. “Oriental sex” became a commodity in the mass culture, with the result that readers and writers could have it if they wished without necessarily going to the Orient.​[57]​ The story Madame Butterfly (1915) is served as a best illustration of adopting such idea. The butterfly character has been created more than one version. Sometimes, the character is a Mexican girl or an Indian-American girl, though most time she is an Asian girl. Sometimes, the story is also set in Japan or Vietnam besides China or Chinatown. Madame Butterfly, a young girl from another race, falls in love with a white man. She sacrifices her happiness for her lover, even after she is dumped by the man she loves. Interracial romance like this normally has a tragic ending. Even though, miscegenation was seen as a biggest threat to white purity.
More often than not, when Asian women appear on screen, they were depicted to serve white men. After the goal was achieved, they met their death, as commented by the Chinese-American actress Anna May Wong (1907-1961), “When I die, my epitaph should be she died a thousand deaths. That was the story of my film career. . . . They didn’t know what to do with me at the end, so they killed me off.”​[58]​ 
During the early period of Chinese immigration, the problems of Chinese prostitution drew great attention from Americans and local press. “An Act to Prevent the Kidnapping and Importation of Mongolian, Chinese, and Japanese Females for Criminal and Demoralizing Purposes” was passed as one of a series of anti-Chinese laws.​[59]​ The image of Dragon Lady associated with Chinese females is also deeply ingrained in American imagination. It is a sort of female equivalent of Fu Manchu. Chinese-American actress Anna May Wong was famous for her successful portrayal of Dragon lady. Though she also acted in movies like Toll of the Sea (1922) and A Trip to Chinatown (1926), she was cast mainly stereotypical roles in films such as The Devil Dancer (1927), Daughter of the Dragon (1931), and Shanghai Express (1932). 
Yet the emphasis on the evil character of the Chinese in many films aroused criticism from Chinese-Americans and Chinese government. Hence it was necessary to examine the historical situation in China during 1920s and 1930s. As China was in revolutionary upheaval in the 1920s, American government felt their privileges threatened by new nationalist forces. Therefore, they renewed their policy and attitudes towards Chinese and Chinese-Americans in order to maintain their privileges. Dr. Rose Hum Lee traced the changing tone of the press in United States in her paper as a graduate student at the University of Chicago in 1944. According to her observation, the periodical press “began in this period to move away from the highly colored stories of slave and drug traffic and ‘tong’ wars to friendly efforts to describe Chinatown life.”​[60]​ She also found that “even the Literary Digest, noted for its anti-Chinese sentiments, toned down.”​[61]​
As early as 1920, the Chinese-Americans were involved in trying to counter the racist images distributed by Hollywood. Complaints from the Chinese-Americans and Chinese government bore some fruits during the 1930s. The fictional character of Charlie Chan, perhaps represented a shift from “wily evil” to “wily virtue” in the Chinese in the United States, according to Isaacs.​[62]​ 
Charlie Chan, a Chinese-American detective, was created by Earl Derr Biggers and first appeared on screen in 1926. Charlie Chan became a series regular in the 1930s and was made over 50 feature films by Hollywood. He was a mysterious man, possessing brilliant power of deduction, but meanwhile, he was a deferential sidekick to Whites. In Xing’s opinion, Charlie Chan was passive to whites, non-threatening, which is evolved from an Asian character in popular fiction: the Asian domestic servants who were commonly called Charlie by their employers, as in “Good boy.​[63]​ Charlie Chan was still inscrutable to an extent, confirmed by his silence, great power of solving complex problems, unfathomable cleverness in coping with his foes. Although Charlie Chan was arguably a “good” stereotype, it has been criticized frequently by many Chinese-Americans for its inauthentic casting and his offensive stereotype. It is clear that Charlie Chan represented a positive model of behavior from the perspectives of whites. His image is used to suggest how Chinese and Chinese-Americans must behave if they want to assimilate into American society. 
However, no matter how hard one tries to assimilate, the white-dominated media tends to ignore the history of Chinese-Americans and always regard them as inassimilable foreigners with slanting narrow eyes, shifty behavior and broken English. Chinese actors and actresses were only cast in supporting and stereotypical roles. If there was a positive role or leading role, it was almost inevitably given to a white actor with yellowface make-up practice. Such yellowface practice continued in Hollywood into the 1960s and 1970s even when a white actor wearing blackface was no longer acceptable.









Chapter 2: “You Are Our Kind of People”

Chapter 1 has revealed that fluctuating relationships between the United States and Chinese significantly affected Chinese representations in American films. Due to the outbreak of World War II, the major incarnations of evil represented by the Chinese had changed. As Isaacs explains, “the circumstances of the late 1930s and early 1940s ticked out a highly favorable time for the Chinese as viewed through American eyes.”​[64]​ 
After Japanese attacked Pearl Harbor, the Sino-US relation had entered a short honeymoon period, as confirmed by Harold in his book Scratches on Our Minds that “after all the long ages of contempt and benevolence through which he had lived in American minds, the Chinese, largely unbeknownst to him, now enjoyed there his finesse hour.”​[65]​ Therefore, “the already considerable figure of the heroic Chinese defender of his land gained even larger dimensions when he became also our heroic ally”,​[66]​ and documentary films such as The Battle of China (1942), Inside Fighting China (1942) and Ravaged Earth (1943) began to provide American audiences with wartime stories in light of Chinese people. 
Pro-American attitude of the Nationalist Chinese president Chiang Kai-shek further narrowed the distance between two countries, and his wife, Madame Chiang Kai-shek favorably impressed American upper class and American public alike with her inimitable intelligence, charm, and glamour. In 1943, when Madame Chiang Kai-shek went to the United States to plead for more substantial American aid to China, she had received an immense public success. According to the report of Time, after she had spoken to the House of Representatives, one grizzled Congressman said “though guys melted, God Dam it, I never saw anything like it. Madame Chiang had me on the verge of bursting into tears.”​[67]​ In the same year, the Chinese Exclusion Act of 1882 was officially abolished. 
During World War II, China was transformed into a vast battleground where the Chinese people were fighting unremittingly against the aggressive war waged by Japanese army. Such unbreakable and unyielding spirit was supported by the American Government and people led by President Franklin Roosevelt. Two historical facts are worth mentioning at this point. 
One thing is, unlike Theodore Roosevelt, whose associations with China were “shaped by feelings of racial chauvinism”​[68]​, Franklin Roosevelt had a “romantic view of China, drawn mainly from the fact that his mother’s family, the Delanos, were merchants in the China trade and the Roosevelt family lore was full of familiar glamour of that calling.”​[69]​ 
Another important blessing is from a group of missionaries who worked to change the massive convictions that most Americans still held. They inspired an intensive campaign to “command a more active interest in China’s plight, to demand a halt to shipment of war materials to Japan, and to combat the widely accepted view that to avoid conflict, the United States should withdraw all its citizens and armed forces from China.”​[70]​ Their campaign resulted in a powerful impact both on public opinion and on government policy. Therefore, later when the supply line between China and Myanmar was cut by the Japanese army, the U.S. Air Force sacrificed 468 planes and 1,579 pilots and aircrews to open the famed “Hump Route” over Himalaya Mountains in order to sustain China's war effort against Japan. 
The Chinese people's goodwill and gratitude towards the United States grew with the outbreak of the Pacific War, and China thus became one of American stable allies during the war period. Those events like “the Sino-Japanese War”, “the invasion of Manchuria” and “the attack on Pearl Harbor” marked great turning points in American-Asian history, and besides, they shaped a great mass of Americans’ conceptions of the world and their place in it. These historical incidents not only awaked Americans’ sympathy for the Chinese and indignation at the Japanese, but affected American interest vitally for sure. As David Palumbo Liu states, “World War Two produced in its wake a dramatically new formation of Asian America. If the 1930s anticipated the development of an America deeply linked to a Pacific trajectory, the Second World War…drove home that reality.”​[71]​ 
At the same time, Hollywood worked to produced many war films that aimed at dramatizing the international conflict and mobilizing people to joining the fight. In an attempt to gain support, many of these World War II war films portrayed Japanese soldiers as cruel villains. Particularly after the Pearl Harbor sneak attack, the stereotype of the inscrutable Oriental that was used to represent the Chinese, was now representing the Japanese military. Films like Gung Ho!(1943), The Purple Heart (1944), and Objective Burma (1945) exploited such bloodthirsty images.
Unfortunately, such images also caused a material effect on Japanese-Americans, who were rounded up by thousands of Americans and were sent to the relocation camps during the war years. They left their jobs and their family members were separated in different camps. Some Japanese-Americans even died of inadequate medical care. About 120,000 Japanese-Americans of the first and second generation lived in the internment camps for around three years. Considered to be more Japanese than American, they were thought to be untrustworthy. Consequently, they were forced to sign loyal oath and their legal civil rights were suspended. The Japanese community in the United States never recovered from the trauma culturally or economically. 
It is worth noting that changing international situation during the Second World War finally allowed for the clear definition of Chinese and Japanese. According to what is found by Harold Isaacs,

If the only image of an ‘Oriental’ in their minds was the image of that well-known ‘inscrutable Oriental,’ the chances are that he was dressed and looked like a Chinese. Until the events of only the last fifteen years, which brought so much more of the trans-Pacific world so abruptly into view, China was for many Americans the most identifiable particular associated with Asia as a whole.”​[72]​ 

While many war films demonized the Japanese, some of them, actually distinguishing among different Asian nationalities, showed Chinese characters aiding in the fight against Japan, although “All Orientals Look the Same”​[73]​ came to be a problem when dealing with the Chinese allies during World War II. In an instance of popular culture’s dispatch to war service, Cartoonist Milton Caniff contributed his familiar illustrative style to the U.S. Army’s Pocket Guide to China, a comic brochure to help American forces fight in the Pacific. 
Yet, it was a challenging task to split one stereotype into two for sure: to educate the American fighting man to distinguish between two racial groups while remaining entirely within the domain of stereotypes. Caniff uses connotative praise for the allay in the text but disparages the enemy, for example, the Chinese are said to be “dull bronze” in color while the Japanese are “more on the lemon-yellow side”; a precious metal is opposed to a bitter fruit.​[74]​ The brochure continues, “look at their profiles and teeth…C usually has evenly set choppers- J has buck teeth…the Chinese smiles easily- the Jap usually expects to be shot.” More interestingly, Caniff also compares the two physical characteristic through some reference to the relative similarity of the Chinese type to the Euro-American: “C’s eyes are set like any European’s or American’s – but have a marked squint…J has eyes slanted toward his nose.” The Chinese and other Asiatics have “fairy normal feet” while the Japanese soldiers usually have a “wide space between the first and second toes” due to too much wooden sandals wearing. The brochure conveys a quite clear message, in Michael Rnov’s words, 

The Chinese are more like us, only we never noticed it before. Their eyes and feet are really like ours; they are a cheerful and attractive people with a ready, even-toothed smile. The Japanese are distinctively ‘othered’ by comparison. There is a kind of grotesque confusion in the very placement of their facial features; their eyes slant down to where their noses should be. They have bad teeth, misshapen feet and are paranoid – if paranoid is the appreciate term for what is everywhere reinforced as just reward for being a lesser species.” ​[75]​ 

On the one hand, the screen image of the Japanese borrowed all the evil characteristic of Ming and Fu Manchu and brought them to bear in the war efforts. On the other hand, the Chinese were portrayed as heroic and noble in wartime films, or otherwise they were favored in movies such as The Good Earth (1937), Daughter of Shanghai (1938), King of Chinatown (1939), Dragon Seed (1944), and Thirty Seconds over Tokyo (1945).​[76]​ The American people were fascinated by the stubborn and heroic Chinese fighting against the better-equipped and better-trained Japanese troops.​[77]​ Richard Oehling suggests in his survey on Asian images in films that the evil Chinese (of the 1920s and early 1930s) merely donned Japanese uniforms to become the new villains of the age.​[78]​ A remark made by an American in Thirty Seconds over Tokyo demonstrates American feeling about the Chinese: “You are our kind of people”.​[79]​ 







However, up to then, the existence of Chinese characters and actors were still practically discriminated in Hollywood films. A survey of some of the Chinese characters in the early films reveals that, more often than not, white actors played the leading roles as the Asian actors were ignored. Traditional Hollywood practices such as “yellowface” make-up have not been changed yet. It was true not only for Asian people in Hollywood’s early years, but for Afro-Americans, Jews, and Hispanics as well. Yet, this phenomenon continued for a much longer time for Chinese or even other Asian nationalities. While secondary roles were sometimes acceptable for “true” Asians, the primary roles were reserved for Westerners. Hence, in the 1937 it is not surprising to see Paul Muni and Luise Rainer winning honors for acting in The Good Earth. The movie attempted to present the difficult lives of the Chinese peasants. 
The movie was adapted by Talbot Jennings (​http:​/​​/​en.wikipedia.org​/​wiki​/​Talbot_Jennings" \o "Talbot Jennings​), Tess Slesinger (​http:​/​​/​en.wikipedia.org​/​wiki​/​Tess_Slesinger" \o "Tess Slesinger​), and Claudine West (​http:​/​​/​en.wikipedia.org​/​w​/​index.php?title=Claudine_West&action=edit&redlink=1" \o "Claudine West (page does not exist)​) from the play by Donald Davis (​http:​/​​/​en.wikipedia.org​/​wiki​/​Donald_Davis_(writer)" \o "Donald Davis (writer)​) and Owen Davis (​http:​/​​/​en.wikipedia.org​/​wiki​/​Owen_Davis" \o "Owen Davis​), which was in itself based on the novel of the same name (​http:​/​​/​en.wikipedia.org​/​wiki​/​The_Good_Earth" \o "The Good Earth​) by Nobel Prize (​http:​/​​/​en.wikipedia.org​/​wiki​/​Nobel_Prize" \o "Nobel Prize​) winner Pearl S. Buck (​http:​/​​/​en.wikipedia.org​/​wiki​/​Pearl_S._Buck" \o "Pearl S. Buck​).​[81]​ Albeit her receipt of the highest accolade had been controversially argued, Pearl S. Buck was the first American woman to be awarded the Nobel Prize in Literature (​http:​/​​/​en.wikipedia.org​/​wiki​/​Nobel_Prize_in_Literature" \o "Nobel Prize in Literature​) “for her rich and truly epic descriptions of peasant life in China and for her biographical masterpieces.”​[82]​ The film starred Paul Muni (​http:​/​​/​en.wikipedia.org​/​wiki​/​Paul_Muni" \o "Paul Muni​) as Wang Lung and his wife O-Lan was played by Luise Rainer (​http:​/​​/​en.wikipedia.org​/​wiki​/​Luise_Rainer" \o "Luise Rainer​) who won an Academy Award for Best Actress (​http:​/​​/​en.wikipedia.org​/​wiki​/​Academy_Award_for_Best_Actress" \o "Academy Award for Best Actress​). The film also won the Academy Award for Best Cinematography (​http:​/​​/​en.wikipedia.org​/​wiki​/​Academy_Award_for_Best_Cinematography" \o "Academy Award for Best Cinematography​) for Karl Freund (​http:​/​​/​en.wikipedia.org​/​wiki​/​Karl_Freund" \o "Karl Freund​) and was nominated for best director (​http:​/​​/​en.wikipedia.org​/​wiki​/​Academy_Award_for_Directing" \o "Academy Award for Directing​), best film editing (​http:​/​​/​en.wikipedia.org​/​wiki​/​Academy_Award_for_Film_Editing" \o "Academy Award for Film Editing​) and best picture (​http:​/​​/​en.wikipedia.org​/​wiki​/​Academy_Award_for_Best_Picture" \o "Academy Award for Best Picture​).​[83]​ 
As the best-selling novel of both 1931 and 1932, The Good Earth became so influential in the United States that some scholars considered it a significant contribution to the 1943 repeal of the Chinese Exclusion Act, which had officially barred all Chinese emigration to the United States since 1882. Some scholars go even further, asserting that Americans became strong supporters of China in its war against Japan owing to their impression of Chinese people changed by Pearl S. Buck and The Good Earth. According to the Chinese scholar Kang Liao, 

Pearl Buck single-handedly changed the distorted image of the Chinese people in the American mind through literature. Chinese people were no longer seen as cheap, dirty, ridiculous coolies or sneaky, vicious, insidious devils. The majority of Chinese were seen for the first time in literature as honest, kindhearted, frugal-living, hard-working, gods-fearing peasants who are much the same as American farmers.​[84]​ 

In 1992, historian James C. Thomson Jr. credited Buck as the most influential Westerner to write about China since 13th-century Marco Polo.​[85]​ Although Pearl Bucks and The Good Earth likewise received high evaluation, this novel was not warmly welcomed in China, especially among the intellectuals. Pearl S. Buck was criticized by some Chinese scholars for making China look underdeveloped and was asked whether she had white superiority.
Kiang Kang-Hu, a professor at McGill University, questioned the authenticity of her depictions of China, arguing in the New York Times that the peasants and bandits Buck describes in the book no longer exist to the degree to which she describes them. He further challenges minute details of Buck’s descriptions such as the sprinkling of tea leaves on boiling water instead of placing them first in the cup.​[86]​ Buck responded in the Times that due to the immense size of the country and cultural variation from place to place, she only portrayed what she knew as accurate to the areas that she had lived in and not to the entire country.​[87]​ Even so, the influential writer Lu Xun made the remark that it was always better for Chinese to write about China. Other intellectuals later echoed Lu that the Nobel Prize for writing about China should have been given to a Chinese. They argued that Pearl Buck generally ignored the Chinese upper and middle social classes and only focused on those who have fallen into despair and submission. 
In response to the critiques from Chinese scholars, Buck struck back herself by exposing the weakness of such logic,

[…]And I am less interested in tradition than in actuality… They [Chinese intellectuals including Kiang Kang-Hu] want the Chinese people represented by the little handful of her intellectuals, and they want the vast, rich, somber, joyous Chinese life represented solely by literature that is ancient and classic. These are valuable and assuredly a part of Chinese civilization, but they form only the official buttons. For shall the people be counted as nothing, the splendid common people of China, living their tremendous lusty life against the odds of a calamitous nature, a war-torn government, a small, indifferent aristocracy of intellectuals? For truth’s sake I can never agree to it. I know from a thousand experiences this attitude which is manifest again in this article by Professor [Kiang]. I have seen it manifest in cruel acts against the working man, in contempt for the honest, illiterate farmer, in a total neglect of the interests of proletariat, so that no common people in the world have suffered more at the hands of their own civil, military and intellectual leaders than the Chinese people. The cleavages between the common people and the intellectuals in China is portentous, a gulf that seems impassable. I have lived with the common people, and for the past fifteen years I have lived among the intellectuals, and I know where of I speak.​[88]​

Critique about Pearl Bucks and her achievements aside, The Good Earth was the first book to give Western readers insight into what Chinese society was really like from the perspective of an American who lived for most of her first 42 years in China, which greatly differed from the previous fanciful portrait of China as seen through the distant gaze of a Westerner.
The atmosphere and events described in the story were set in the growing social unrest in China during the first decade of the twentieth century. Wang Lung is a Chinese peasant farmer who marries O-Lan, a slave in the prosperous House of Hwang. O-Lan is portrayed as an excellent wife who is quiet, hard working and uncomplaining, even though she disappoints her husband initially because of her unbound feet. After their marriage, Wang Lung and O-lan enjoy one after another harvest. While their family gradually prospers and manages to purchase more pieces of land, the Great House of Hwang begins to decline due to their costly habits. During the same period, O-Lan gives birth to two sons and a daughter. 
All goes well until the family is driven to the brink by a drought and the resulting famine. Albeit the hunger they suffer from, O-Lan opposes to the idea of selling land for food. Instead, they travel south to search for work. By begging and hardworking, the family survives. When the drought is over, they return to their farm with a bag of jewels found by O-Lan by accident. Years pass, Wang Lung has grown so wealthy that he purchases the Great House and then he marries a second wife, pretty and young dancer Lotus. Gradually he was alienated from O-Lan by his new marriage, until he discovers that Lotus has seduced his younger son. 
Later, the disaster sweeps the farm again and everyone unites to try to save the crops. Even his friend who has left because of the disagreement and his younger son who has been expelled from the house come back to join them. Right after the danger is taken away from the farmland and Wang Lung reconciles with his younger son, O-Lan dies, exhausted by the hard life. The film ends with Wang Lung sighing, “O-lan, you are the earth!” 
By the role of O-Lan, Luise Rainer (​http:​/​​/​en.wikipedia.org​/​wiki​/​Luise_Rainer" \o "Luise Rainer​) won the Academy Award for Best Actress (​http:​/​​/​en.wikipedia.org​/​wiki​/​Academy_Award_for_Best_Actress" \o "Academy Award for Best Actress​).  O-Lan perhaps should be considered as the first strong and ordinary Chinese woman character ever created in an American movie. She won the reader's heart not by feminine beauty or virtues but by the admirable qualities that we used to find only in men: hardiness, industry, courage, and endurance. Modern women of today probably would scorn O-Lan for continuing to serve and aid such an unappreciative husband. Nevertheless, O-Lan adheres to Chinese cultural notions of feminine respectability, which was all that she was ever taught. Pearl Bucks’ insight into traditional Chinese culture and Luise Rainer’s performance shaped the image of O-Lan, who thus became a classical character of Chinese woman. 
Furthermore, the problem in regard to woman status is seriously exposed to a certain extent in The Good Earth. In a traditional culture that highly valued the quality of being silent and obedient, Buck uses methods other than speech to indicate O-Lan’s inner pain. For example, on her wedding night, O-Lan unconsciously flinches away from Wang Lung, which suggests that she has been abused in the House of Hwang during the slave years. O-Lan never complains about Wang Lung's insult on her unbound feet, but she immediately starts to bind her daughter's feet, warning her daughter not to complain of the pain for fear of angering Wang Lung. We also see the extent of O-Lan's bravery when she makes no complaint about the suffering from grave illness that swells her belly.​[89]​ 
O-Lan shows the dignity and courage of the marginalized woman in old Chinese society. However, her impact has been so long lasting that she became a stereotype herself. When people think of Chinese women, they normally relate them with the image of O-Lan. More often than not, the same character type is favored by many westerners, namely, the peasant woman acted by Gong Li in films of more recent decades like Ju Dou and the story of Qiu Ju, which were directed by internationally acclaimed Chinese filmmaker Zhang Yimou.  
Likewise, the image of China presented in The Good Earth has also become a stereotype for Americans to accept China and it continues to influence westerners. As argued by Hu Feng, as much as The Good Earth improved the European and American understanding of China, it also increased their misunderstanding of it.​[90]​ If Luise Rainer (​http:​/​​/​en.wikipedia.org​/​wiki​/​Luise_Rainer" \o "Luise Rainer​)’s O-Lan is depicted in a positive light and represents a breakthrough in American movies regarding Chinese images, then Wang Lung, O-Lan’s husband, once again embodied stereotypical Chinese man. Scholar Mari Yoshihara asserts that “such a style functions to construct Wang Lung and other Chinese characters as childlike figures who do not think beyond the simple matters of life”.​[91]​ The characteristics of Wang Lung will be analyzed from four aspects in the following paragraphs. 
First of all, the film shows the passive obedience acted by Wang Lung to his father. Such unconditional compliance that rooted in traditional Confucianism, in the opinion of Pearl Buck and other Westerners, had great impact on Chinese people. In the film, Wang Lung presents himself to be obedient to his father and shows that he acts completely according to the traditions that his father has instilled in him. He even follows his father’s will to marry O-Lan, about whom he knows nothing before the marriage. In the eyes of Americans who lack of adequate grasp of Chinese culture, had the obedience become a natural part of Wang Lung, rather than being nurtured by his father.
Yet one may also see Wang Lung’s sense of superiority in the presence of O-Lan, which apparently is resulted from the patriarchal system. O-Lan by every standard fulfills the criteria of a perfect wife. Her only hope in her life is to please her husband and her children, and she is willing to give everything she could to her family. She bears everything from Wang Lung with high tolerance. Even when he brings Lotus, the second wife home, she hardly speaks a word. For O-Lan, nothing has changed except that there is one more person in the house. While people were amazed by the lifelong tolerance showed by O-Lan, the tolerance itself at the same time demonstrates the truth that Chinese men use their superior social position to coerce women to conform to the strict standard of wife.
Thirdly, more often than not, The Good Earth exposes the unrest between the rich and poor that brings about the constant shift between superiority and inferiority. Such psychological transformation can be clearly seen in the main character Wang Lung. The story begins with Wang Lung going to the Great House of Hwang to collect his wife. To Wang Lung, taking a bath before he meets his bride is a luxury. He has to measure out food so as to have enough to invite guests into his house. When he arrives in town, he is laughed at by the gate-keeper of the Great House for his poverty. Wang Lung has to cope with embarrassment and inferiority while confronting the members from the Great House and his desire to acquire land has aroused since then. When he is told that the Great House is selling land, he immediately decides to buy it. By buying the land, Wang Lung feels he has climbed a little higher on the social ladder. “This parcel of land became to Wang Lung a sign and a symbol.”​[92]​ Many years later, Wang Lung eventually affords to buy the Great House and becomes the owner of it. Therefore, his social status change result in his superior attitude not only to his wife but also towards his former fellow peasants.
Fourthly, if the humiliation he suffered from the Great House stimulates his desire towards earth, Wang Lung's love for the earth roots in a certain historical context. During the years when the last emperor reigned, and thus the vast political and social upheavals took place, the earth was the only constant estate that could never be taken away. Richard Oehling discovered that Chinese peasants’ strong passion for earth was far beyond the imagination of Westerners and it can only be comprehended under conventional Chinese culture. If one may say the creation of Cheng Huan in Broken Blossoms is based on the conflicts between illusion and reality regarding remote China and Chinese, Wang Lung more symbolizes the preliminary observation on Chinese culture by Americans. 
Undeniably, The Good Earth, both the novel and the film likewise were produced mainly for Westerners. But due to this reason, Pearl Bucks explained in details many traditional customs and practices that a Chinese writer of the time would have taken for granted. Hu Feng, well-known Chinese literary theorist and critic, evaluated The Good Earth for its successful portrayal of the Chinese countryside, traditional customs, women’s sympathetic fate, peasants’ attachment to the land and their groaning under feudality and imperialism. But he also points out several critical flaws in The Good earth. 
First, the economic situation of the rural community is described too vaguely. After all, the land that is part of the feudal oppression is simply called the “good earth” and “the novel falls into a simple glorification of the earth and labor”.​[93]​ Second, it does not truly grasp the source of the poor peasants’ doomed fate. Pearl Bucks “confined natural disasters as the sole factor influencing the peasant life” and she also “attributed people’s negligence as the reason for the appearance of bandits”.​[94]​ Third, the imperialism that partly destroyed the Chinese countryside and the growing conflict between peasants and churches are purposefully neglected. Fourth, Buck “possesses an inaccurate understanding of the struggle for Chinese national liberation”.​[95]​ 
One can conclude that rather than viewing The Good Earth as a documentation of telling objective truths through an ethnological perspective, it perhaps should be considered as a well-informed attempt at depicting what Buck claims to know. Some scholars including Mari Yoshihara and Christina Klein view Buck’s work as an influential contribution to an existing body of American Orientalist writing,​[96]​ however, taking into consideration of Buck’s life-time efforts and achievements to raise people’s awareness about Asian issues, it is difficult to view her work with such an extreme attitude. This is not to say that her good intentions did justify certain essential tendencies, but instead, her life and work demonstrate the difficulties of social activism as it is exercised across cultures.​[97]​ The critiques on The Good Earth thus expose the one-way reference nature of certain text in the culture communications between China and the west, and explained why such text on China more often than not, could not return to China and be popular among the Chinese audiences. 
Despite the sympathy for the Chinese peasantry as expressed by Pearl Bucks and the film, the simple characters just represented the stereotype of an inferior race that waited to be saved and to be protected by powerful America. The protests against stereotypes and underrepresentation were voiced by the Asian-American community and all the way from Chinese government. The Chinese government realized the powerful message that films were carrying throughout the world, therefore they started to protest the evil character of the Chinese produced by Hollywood. Besides the image of Charlie Chan that indicated the shift, The Good Earth was produced with the cooperation of the Chinese government and such consultations did bring several useful suggestions for the film’s screenplay. Yet the hope that real Chinese could play major roles in the movie went unfulfilled. 
We probably could consider the stereotypes of Chinese and Chinese-Americans created by Hollywood in the context of Eward Said’s important book Orientalism. Said’s work was primarily dealing with how Oriental culture was imagined and produced by Europeans. Yet the analysis can also be applied to Hollywood’s treatment of the Chinese. In Said’s opinion, Orientalism is like an “archive of information” that held by Europeans, and besides, a set of ideas and values that helped maintain a notion of European superiority can be found underlying the archive. Furthermore, Said proposed that “these ideas explained the behavior of Orientals; they supplied Orientals with a mentality, a genealogy, an atmosphere; most important, they allowed Europeans to see Orientals as a phenomenon possessing regular characteristics”​[98]​. Much the same goes to Hollywood images of Asians. In any case, Asian-Americans including Chinese were positioned as the inferiority in comparison with supposedly superior white Americans.
According to the pioneering studies made by Emory Bogardus between 1924 and 1927, “the Chinese were at the bottom of his social distance scales, sharing place there with other ‘non-white’ peoples and with the Turk.”​[99]​ Within a continuing prejudice and discrimination, the Chinese during the war years became less unacceptable in all matters except marriage. The study conducted by Elmo Roper in 1948 suggested that “in almost all of Roper’s groupings of questions and categories, the Chinese ended up in the middle position among eight groups named, behind Protestants, Catholics, Italians and Jews, and ahead of Filipinos, Mexicans, and Negroes.”​[100]​ 


















Chapter 3: The Red Menace and Model Minority

The friendly Sino-US relations brought by the Second World War did not last long. After the Chinese revolution of 1949 and Chinese military force crossed the Yalu River to join the Korean War (1950-1953), the United States bolstered its relationship with Japan. The post-war situation thus brought an abrupt shift in the American definitions of Oriental heroes and villains.
In March 1947, President Harry Truman announced his Doctrine of containing communism by providing aid to all other nations. The United States started to battle communist encroachment in Asian lands. Collapse of the Chinese Nationalist regime (Kuomintang) in December 1949 was, in historian William L. Neumann’s opinion, an even greater disaster for American policy than Pearl Harbor. A chronicler of the decade 1945-1955 has noted that “the Chinese Communist victory had violated some ‘law of history’ which gave Americans ‘a special mission’ in Asia, that Americans had found the Chinese outcome ‘peculiarly intolerable.’”​[102]​ Many Americans suffered from “the loss of China” at this time. As Isaacs pointed out in Scratches on Our Minds, 

The ‘loss’ of China was…a loss of self-confidence, a loss of assurance about security and power…a loss of assurance about the shape of the world and America’s place in it – most of all, perhaps, the loss of the hope and expectation that they could return to their private American world, the best of all possible worlds, and be free without fear or concern to enjoy it.​[103]​

The outbreak of the Korean War and America’s defeat at Chinese hands added new elements of anger and humiliation to American people and politicians. In the minds of many Americans, the Chinese were “a power of evil that is not merely inhuman but bestial, not human at all, but subhuman.”​[104]​  
Over more than a century, the Chinese were placed in an inferior race in the eyes of the white community. An extraordinarily large number of Americans set themselves up as guardians of the true path. According to Isaacs, “Americans assumed responsibility for the minds, bodies, and immortal souls of the Chinese, and the United States assumed responsibility for China’s political independence and administrative integrity.”​[105]​ It was an experience shared by the Americans who donated to the funds for the Chinese and who offered help and support to China and its people during the period of Second World War. 
Americans believed that the Chinese were ungrateful as they chose the attitude of hostility to Americans and opposition to American interests after they were controlled by the Communist party. As Isaacs argues, “they ejected Americans from China through that very Door which Americans had striven so long and so valiantly to keep Open.”​[106]​ Pearl Bucks, who claimed “I belong to China, as a child, as a young girl, as a woman, until I die”​[107]​ became disillusioned about the Sino-America relations after the communist revolution in China. She reminded everyone how great a time it was when Americans and Chinese were friends. But meanwhile she herself was a staunch anti-communist. She wrote a novel Letter from Peking in 1957 about an interracial love (​http:​/​​/​en.wikipedia.org​/​wiki​/​Interracial_marriage" \o "Interracial marriage​) story between Gerald and Elizabeth MacLeod, their separation due to the communist uprising in China in 1945, and their separate lives in China and America.
The Chinese transformed, as viewed by most Americans, “from a nonwarlike to a highly warlike people.”​[108]​ Life made a comment on Chinese Revolution, under the headline “Aggressive China Becomes a Menace”, saying “China’s Red Army, a guerrilla rabble 20 years ago, had been built into a menacingly Russianized fighting force.”​[109]​ The once heroic Chinese lost their glow of the war years. The American mass media, such as television and movies lent their enormous scope and coverage to promote these important events. Therefore, a number of anti-communist films were made by Hollywood during late 40s and 50s. 
It is noteworthy that Korean and Chinese communists were abundant without distinction in 1948-1962’s films. The North Koreans and Chinese were barbarians, whose barbaric image was reinforced by war films such as Prisoner of War (1954), The Bamboo Prison (1955) and other films. Let us look at some examples. Retreat, Hell!(1952)describes the story happens during the Korean War. A bunch of U.S. Marine soldiers are trapped in a frozen mountain. They have to fight against an overwhelming number of Chinese soldiers apart from inadequate supplies and extreme weather. Peking Express (1951) is a suspenseful Cold War drama that set in a train between Shanghai and Peking. One of the travelers, Communist newspaper reporter Benson Fong attacks the church, the United Nations and the U.S. It is a remake of Josef von Sternberg's romanticized Shanghai Express (1932). The Manchurian Candidate (1962) is a Cold War (​http:​/​​/​en.wikipedia.org​/​wiki​/​Cold_War" \o "Cold War​) political thriller film, which is adapted by George Axelrod from the 1959 novel (​http:​/​​/​en.wikipedia.org​/​wiki​/​The_Manchurian_Candidate" \o "The Manchurian Candidate​) written by Richard Condon (​http:​/​​/​en.wikipedia.org​/​wiki​/​Richard_Condon" \o "Richard Condon​).  In the movie, Chinese communists and their American agents use brainwashing and torture so that they can fulfill their mission of international Communist conspiracy.  By necessity, these movies conveyed the idea that Communist China had become America’s major threat, which was also confirmed by Wong, “by the end of the 1950s, the industry had clearly re-established the Chinese as America’s main enemy, overshadowing the Russians if only on the basis of race.”​[110]​ 
The line between “good” and “bad” responds to shifting international situation occurring after the war. People can move from love to hate. People can also move from fearing to glorifying the other. Thus Japanese images in Hollywood movies, on the contrary to negative Chinese representations, became more sympathetic after Japan followed the path towards American democracy. Douglas MacArthur in his speech to Congress in 1951 officially ended the evil and hateful Japanese images held by Americans. Arthur together with many Americans believed that the Japanese had returned to a peaceful nation with individual liberty, personal dignity, political morality and social justice. Isaacs noted that “Japanese thrift, enterprise, and acumen have been restored to high American regard, Japanese art exhibits draw admiring American audiences, and a visiting company of Kabuki dancers has scored a critical and popular triumph”.​[111]​ The actor Marlon Brando, in a Hollywood publicity interview, presented his view toward the Japanese people: “I was terribly impressed with Japan. The people are the nicest I have ever met in my life. They unquestionably are the most courteous, honorable, well-meaning, and self-respecting people…hypersensitively attuned to other people in their relationships.”​[112]​ Under such favorable atmosphere, first-generation Japanese-Americans received the right to become naturalized U.S. citizens with the McCarran-Walter Act in 1952.​[113]​ 
At the same time, nearly all of the Hollywood movies appeared with a renewed Japanese image. The radical shift from evil to humane time and again confirms the stereotype as dynamic development rooted in historical processes. The trend began with Three Stripes in the Sun (1955), followed by Teahouse of the August Moon (1956), Joes Butterfly (1957), Sayonara (1957), Cry for Happy (1961), and Bridge to the Sun (1962). Even the events resulting in World War II could be presented in a dispassionate manner. Movies like Tora, Tora, Tora (1970) provided the audiences with both the Japanese and the American versions of the Pearl Harbor Attack.




































From the sampling data, we can find the Chinese were seen mostly as hardworking, honest, brave, religious and intelligent in 1942 while other qualities such as treacherous, sly, cruel, which used to associate with the Chinese attributed to the Japanese. Interestingly, these sets of plus and minus attributions were reverse in 1966. Again, the polls of 1972 suggested that Americans’ view of the Chinese was more positive than in 1966. 
Yet the 1972 poll failed to show the changes might have taken place in the images of the Japanese as certain tensions had arisen in Japanese-American relations after Japan began to reappear as a great power and as a competitor of the United States. Nevertheless, the polls were enough to suggest that the shift of qualities between the Chinese and Japanese were produced by the shift of their relations with the United States.  
On the one hand, Red China represented a big threat to the United States and American democracy and the Chinese were portrayed as inhumane “ungrateful wretches”, a term used by Isaacs. Yet on the other hand, Chinese-Americans and Japanese-Americans were seen as a homogeneous group. The new image of Asian-Americans as the model minority was largely promoted by the media.
In 1943, Congress passed the Magnuson Act to repeal the discriminatory exclusion laws (​http:​/​​/​www.state.gov​/​r​/​pa​/​ho​/​time​/​gp​/​82014.htm​) against Chinese immigrant. Around 105 Chinese immigrants were allowed to enter the United States per year. Therefore, the Chinese were both the first to be excluded in the era of immigration restriction as well as the first Asian group gaining access to the United States during the era of liberalization. The 1943 Magnuson Act with the restrictive country quotas was replaced by the New Immigration Act of 1965, assigning annual quota of 20,000 to each country. With elimination of immigration restrictions in 1965, the Chinese-American population began to increase greatly. Moreover, the Equal Opportunity Act allowed the Chinese to have more job opportunities besides the traditional businesses like restaurants and laundries. In comparison to the previous era, a great improvement in Chinese assimilating into American society had been witnessed. 
The image of Asian-Americans including Chinese-Americans as a successful case of ‘ethnic’ assimilation helped to “contain three specters that haunted Cold War America: the red menace of communism, the black menace of racial integration and the white menace of homosexuality.”​[114]​ Beginning in 1950s, African-Americans launched the Civil Rights Movement, struggling to gain full citizenship rights and to achieve racial equality. During the Cold War era, Communist (​http:​/​​/​en.wikipedia.org​/​wiki​/​Communism" \o "Communism​) critics could easily point out the hypocrisy of American democracy, equality and liberty as so many citizens of color suffered from racial discrimination. Therefore, aside from being victimized by international affairs, Asian-Americans were also taken advantage of by racial politics to a certain extent. The notion of model minority seemed to be used again against other ethnic groups
In 1965, Daniel Patrick Moynihan, wrote a report “The Negro Family: The Case for National Action”, stating that destruction of the Black nuclear-family structure would hamper further progress towards economic and political equality. Soon after Moynihan report, the successful Asian stories began to appear in the media, such as “Success Story: Japanese American Style” (1966) and “Japanese Americans: Oppression and Success” (1971). Japanese-Americans were named “model minority” and their success in the United States was attributed to their traditional family values by William Petersen, the author of both articles. 
Another success story article, “Success Story of One Minority Group” (1966) starts with the following: 

Visit ‘Chinatown U.S.A.’ and you find an important racial minority pulling itself up from hardship and discrimination to become a model of self-respect and achievement in today’s America. At a time when it is being proposed that hundreds of billions be spent to uplift Negroes and other minorities, the nation’s 300,000 Chinese-Americans are moving ahead on their owns-with no help from anyone else.​[115]​ 

The article ends with the following,

It must be recognized that the Chinese and other Orientals in California were faced with even more prejudice than faces the Negro today. We haven’t stuck Negroes in concentration camps, for instance, as we did the Japanese in World War II. The Orientals came back, and today they have established themselves as strong contributors to the health of the whole community.​[116]​ 

The article contrasted Chinese-Americans with blacks, emphasizing the admirable qualities of the Chinese. “Still being taught in Chinatown is the old idea that people should depend on their own efforts-not a welfare check-to reach America’s ‘promised land’ ”.​[117]​ Sadly, such reports resulted in interracial conflict and caused interracial killings. It is said that on the same day, San Francisco newspaper reported a story about Chinese grocers killed by black gangsters.  
The musical Flower Drum Song (1961) about Chinese-Americans’ lives and experiences is another successful assimilation story. Flower Drum Song based on the homonymous novel by Chinese-American (​http:​/​​/​en.wikipedia.org​/​wiki​/​Chinese_American" \o "Chinese American​) author C. Y. Lee (​http:​/​​/​en.wikipedia.org​/​wiki​/​C._Y._Lee_(author)" \o "C. Y. Lee (author)​), is written by the team of Rodgers and Hammerstein (​http:​/​​/​en.wikipedia.org​/​wiki​/​Rodgers_and_Hammerstein" \o "Rodgers and Hammerstein​). This musical is groundbreaking for its almost entirely Asian cast. In the film, the illegal immigrant, Mei Li arrives at America to pursue the contract marriage with Sammy Fong, a nightclub owner. However, Sammy has already had a longstanding relationship with Linda Low, a singer at his club. In an effort to keep Mei Li from marrying him, Sammy arranges Mei Li to live with the son of Master Wong, Wong Ta. The musical ends with a double wedding, Wang Ta with Mei Li, and Sammy with Linda. 
Flower Drum Song is perhaps less remembered today as a Hollywood breakthrough, featuring a complete ensemble of Asian-American actors for the first time than as a patronizing account of San Francisco’s Chinatown after World War II. The film focused on the characters’ desire of assimilating into the larger American society. The Chinese are portrayed as a model minority struggling to become Americanized through their own efforts. The middle class status of most Chinese in the movie indicates that their American dream has come true. Even the illegal immigrants, Mei Li and her father are portrayed favorably. 
Two important points deserve some discussion. First, the film makes the point again and again that there are Asians who are more American than Chinese. All the Chinese in the film are overjoyed by their new identity as Chinese “Americans”. When the heroine, Mei Li asks a Chinese gentleman for help, the man answers, “Sorry, sister. I can’t read Chinese.” The Chinese policeman doesn’t speak Chinese either. They are so completely Americanized that English becomes their only language.​[118]​ The second point, no interracial conflict, suggests that racism is certainly nonexistent in the film. But, we should also realize the fact that no evidence of Chinese people and White people living and working together either. People can only see tellers, policemen, bankers and customers with Asian appearance in the film. While on the one hand the characters match the stereotype, Flower Drum Song also “gave birth to a whole new generation of stereotypes—gum chewing Little Leaguers, enterprising businessmen and all-American tomboys of the new model minority myth.”​[119]​
The myth of Model Minority failed to change the negative attitudes held by white Americans toward the Chinese. Except for Flower Drum Song which was produced by White men for predominantly white audience, the Chinese were massively ignored or under-represented in Hollywood during the 1960s and 1970s. As Tajima writes, “American films are almost never made about Asia or Asians- rather, Asia is the setting and Asians revolve around the world of white leads.”​[120]​ In contrary to the Chinese, black characters were gradually depicted as ordinary people in the movies.
It seems to me crucial to dig further in order to uncover underlying reasons which can account for such contrary phenomena. Due to the Civil Rights Movement, blacks began to give their voice more often, which also lead to the change of their image in the films. Meanwhile, Black audiences, as a big minority group, were acknowledged by Hollywood. Films such as No Way Out (1950) and Lilies of the Field (​http:​/​​/​en.wikipedia.org​/​wiki​/​Lilies_of_the_Field" \o "Lilies of the Field​) (1963) exposed African-Americans’ consciousness of resisting racial stereotypes. Sidney Poitier even became the first black man who won an Oscar by his role in Lilies of the Field (​http:​/​​/​en.wikipedia.org​/​wiki​/​Lilies_of_the_Field" \o "Lilies of the Field​). 
However, Asian-Americans were still ignored by American media industry because of its comparatively smaller population. According to the 1990 US Census, Asians-Americans make up less than 3% of the US population. If, we may say that the primary goal of producing a film is to get the film seen by a lot of people and to make a largest profit from it, it becomes possible to understand why Hollywood remains hesitant to make films with Chinese themes. It should come as no surprise that film director Wayne Wang is rarely able to find Hollywood producers to fund his Asian-cast films.​[121]​ Nevertheless, so far Asia including China has not been removed from the white mainstream media due to the reason that “Hollywood used Asians, Asian Americans, and Pacific Islanders as signifiers of racial otherness to avoid the far more immediate racial tensions between blacks and whites or the ambivalent mixture of guilt and enduring hatred toward Native American and Hispanics.”​[122]​ Specifically, film was never simply considered as an entertainment commodity. From the beginning, it was seen as a powerful teaching medium that is capable of affecting millions of audiences. Therefore, as a result of its immense power as ideological and expressive tools, Hollywood movies initiated a long tradition that associated with political issues. 
While during Hollywood’s classical period, the most prevalent image of Chinese women was probably the stereotype of the seductive, desirable and untrustworthy “Dragon Lady”, “China Doll” appeared more often in the screen after feminist movement grew rapidly in the United States. China Doll mainly refers to Asian women’s qualities as being submissive, docile, obedient, and reverential. To better understand such image, we can borrow illustration from Flower Drum Song. In the movie, Mei Li played by Miyoshi Umeki, represents one of the conventional Chinese women, subservient and submissive and in the end she gets a well-content man as a husband. While Linda acted by Nancy Kwan, seems to be a modern Chinese woman at first, she gradually becomes more subservient, which reflects the expectation from men.
As the list of romantic movies indicated, without doubt, Hollywood has a long tradition of favoring romances between white males and Asian females, Chinese, Vietnam and Japanese Women in particular. When we trace the development of Asian women representations in Hollywood film over the past decades, it is clear that stereotypical image of Asian women in fact helped to propagate Caucasian patriarchy. As the Caucasian women are independent and potentially dangerous to patriarchal society, by depicting Asian women as more feminine, passive, subservient, dependent, domestic, Hollywood can affirm male identity against the threat of the new Western woman. ​[123]​ According to Gina Marchetti, “the American patriarch shores up his own masculinity, proves his moral superiority, and emasculates his former enemy by the single act of marrying a Japanese woman.”​[124]​ Romantic movies such as The World of Suzie Wong (1960) and Love Is a Many-splendored Thing (1966) suggest that a Chinese woman is willing to give up a great deal for her desirable lover. As a rule, in such movies the Asian males are by necessity uncompetitive in comparison with the White men, no matter from social status or from characteristic. Western males are frequently be portrayed as “white knights”, a term used by Marchetti. She states explicitly that “unlike the racist image of the threatening Asian rapist, white males are generally provided the necessary romantic conditions and masculine attributes with which to attract the Asian females’ passion.​[125]​ 
The World of Suzie Wong is a typical movie about a China Doll, or more precisely, a Chinese girl transformed into an ideal lover. It is adapted from a novel (​http:​/​​/​en.wikipedia.org​/​wiki​/​Novel" \o "Novel​) of the same name written by Richard Mason (​http:​/​​/​en.wikipedia.org​/​wiki​/​Richard_Mason_(1919-1997)" \o "Richard Mason (1919-1997)​) in 1957. In The World of Suzie Wong, a romance between a struggling American artist and a popular prostitute is depicted passionately. Robert Lomax has moved to Hong Kong during the Korean War to pursue his dream of being an artist. Fatefully, he meets Mee Ling. Thinking they will never see each other again, Robert moves into a local hotel after their separation. Later he discovers that the hotel is in fact a brothel and Mee Ling, to his surprise, is actually Suzie Wong, the most popular prostitute in stead of a tycoon’s daughter. For some reasons, instead of choosing her as a lover, he takes her as his model, posing for him everyday. Later, he meets Kay O'Neil (Sylvia Syms), a respectable banker's daughter who begins to set her affections on him. Meanwhile, Ben (Michael Wilding), a divorced British businessman shows his interest in Suzie. Robert’s hidden jealousy and inner conflict finally burst into passionate love. After Suzie is dumped by Ben, Robert overcomes the conventional restrictions and accepts Suzie as a lover. Despite the financial burden which separates them again, the movie ends with a happy united ending.
Nancy Kwan's wonderful portrayal of Suzie Wong won her great acclaim and she was awarded a Golden Globe. The World of Suzie Wong, while it imaginatively broke the conventions, it inevitably helped to maintain the white-defined, patriarchal, Anglo-American culture. It is within the domain of western norm that their interracial love and affection could be blessed. The film treats the Chinese girl Suzie Wong as sexual and exotic object that satisfies the white men’s desire. Moreover, as Marchetti concludes, it fits in “Hollywood’s favorite myths: the myths of the white knight, the myth of femininity, and the myth of the Orient.”​[126]​
To set the story and romance in Hong Kong is not by accident. The pressure from the domestic society compelled filmmakers to eroticize and eroticize the Third World in a fantasy. Furthermore, an oriental setting provided Hollywood filmmakers with a narrative license that allowed them to explore sensitive topics. Besides, Hong Kong itself embraced a hybrid and postcolonial identity that was both Chinese and not. It is also an example of what Edward Said called “imaginative geography,” a social construct that combines many idealized elements. Marchetti puts it more specifically in Romance and the “Yellow Peril” to analyze the functions of Hong Kong. On the basis of her theory, I have grouped them from two standpoints. First of all, it is relatively safe to explore the theme concerning race and miscegenation in a distant location. Besides, Hong Kong is a place where people can find all kinds of social and ideological oppositions, East and West, Communist and capitalist, white and nonwhite, colonizer and colonized, rich and poor, progressive and conservative.​[127]​ In Marchetti’s point of view, 

It is a place where a postwar American identity can be defined against an emerging Asian communism and the decay of European colonialism…it provides an ideal place for America to assert and legitimize its presence in Asia as an ‘enlightened’ Western power opposed to British colonialism and promising a neocolonial prosperity in the face of socialist leveling.​[128]​ 

If, the movie itself represents the relationship between East and West, the romance in The World of Suzie Wong embodies racial harmony and intercultural understanding to a certain degree. The movie conveys the notion that love can solve the problems caused by social taboos and interracial misunderstanding. Yet their love deserves arguing, as to me their relationship seems more like “need” and “to be needed” rather than true love. If one may say that Suzie’s charm impresses Robert at first, it is her vulnerability that finally draws him to her. Because of her way of life, Robert is reluctant to show his affection toward her. Until Ben dumps Suzie, Robert says “let me take care of you” and confesses his love. Also only after Suzie’s son dies, he proposes the marriage to her.
As is mentioned before, the movie shows the East/West relationship apart from the romance. When we are impressed by the happy romantic ending, the underlying racism can not be ignored. In the movie, Suzie’s role is more like a cultural guide who gradually introduces Robert Lomax to her world of a poorer and more Chinese Hong Kong. Meanwhile, by “letters of introduction” and his racial privilege, Robert is entitled to enter to a more Western Hong Kong. Robert tries to bring Suzie into his world where the Whites are belonging. However, his role as a white knight should be interpreted not only as gender inequality but also racism. The fortune-teller in the movie predicts that Suzie will grow old in America, which suggests that the couple will leave China for America. Robert’s whiteness assumes his moral purity and his right to take Suzie away. Furthermore, Suzie Wong, representing the Orient, has been forced to conform to “a Western patriarchal vision of both Asian and femininity.”​[129]​ She is created as an ideal woman that has long been favored by American and European tradition aside from her willing to be saved and transformed by her beloved man. 
Since Suzie Wong symbolizes the Oriental, The World of Suzie Wong conveys an idea that racial harmony and tolerance can be gained through Western rules. American dream of melting-pot equality seems to be realized in The World of Suzie Wong. Robert shows his liberal attitude toward race, by physically beating the brutal British sailor and verbally attacking Kay, her father and Ben. 
If the movie is analyzed in its historical context, we can read it as a “cold war parable”​[130]​ that helps shore up American identity as well as white male privilege. In the movie, Ben, the British alcoholist and all those working-class British sailors who are indulged in sensual pleasures, represent the decay of the British Empire; on the contrary, Robert is portrayed as an ideal lover characterized with moral purity, being able to resist Suzie’s seduction, taking care of her and her baby, and protecting her from racism at times. Robert is an expatriate, who, like Rick Blaine in Casablanca, live abroad both to escape from and find themselves, to flee and search for their identity as an American.​[131]​ Through his interracial love affair with Suzie Wong, he eventually forges his self-identity. 
Meanwhile, consciously and unconsciously Suzie accepts Robert’s right to define her identity, which is confirmed by several important scenes in the movie. On one occasion, Suzie enters into Robert’s room in a Western dress and hat purchased by Ben, looking for the approval from Robert. Out of her expectation, he angrily yells at her, “You look like a cheap European streetwalker.” Robert drags Suzie to his bed and strips her down to her underwear. Throwing her frock out the window and grabbing her hat, he continues, “You haven’t the faintest idea what read beauty is!” It is suggested that Robert violently puts Suzie back to her place where an Asian and a woman should be according to his definition. 
However, later Robert buys a traditional Chinese costume for Suzie. After she changes the white finery, Suzie kneels and even kowtows to Robert in a traditional Confucian-bride way. Apparently the film “places Suzie’s own futile attempts at male approval, assimilation, and self-definition at a clear disadvantage”​[132]​ by defending the Western right to create the Orient and to define “beauty” and “femininity.” 
Here I would like to borrow the words from Toni Morrison’s Beloved to consider “the power to define”. In Beloved, the schoolteacher beats a slave to “show him that definition belonged to the definers—not the defined.”​[133]​ White people have historically had the "power" to define contextual relations, to define the people of color. 
The gender and colonial discursive intersection is revealed in the ways that .Hollywood almost invented the entire orient by conforming Asian people to a set of standards. Perhaps we can draw one short paragraph from the original book to illustrate such idea. In the book, Lomax notices Suzie because “she wore jeans — green knee-length denim jeans. That's odd, I thought. A Chinese girl in jeans. How do you explain that?”​[134]​ The polar attitudes Robert showing towards Suzie’s European frock and Chinese costume, angry snap versus passionate kiss, imply that in order to attract and keep a man, a woman, white or of color, has to behave according to Western patriarchal requirements. 
Although in the movies there was little indication of the changes in US society brought about by historical events such as the Vietnam War, civil rights movements including feminist movement, and multiculturalism, from 1960 through 1970 Americans were in fact suffering from deep trauma resulting from the great losses aside from “the loss of China”. As Isaacs notes, 

Americans were coping with the crises of race, poverty, pollution, the blight of drugs, the decay of the cities, the loss of belief in technological progress, the loss of self-esteem and confidence, the loss of the virtuous American self-image, all the many losses of life and spirit complicatedly enwrapped in the spectacular failure of American power to make its writ run in Vietnam.​[135]​ 

While many events were mostly ignored by popular American films during the early 1970s, Chinese and Chinese-American characters were appearing often in Kung fu action movies which were largely exported by Hong Kong. About three hundred kung fu films were produced for international market between 1971 and 1973. Probably “Hong Kong cinema would never again dominate U.S. ticket sales as it did in the summer and fall of 1973”, Desser asserts that “for a number of years afterward dubbed action films from Hong Kong maintained a powerful presence on U.S. screens.”​[136]​
The popularity of martial movies contributed to a martial arts craze that swept America in the 1970s. It is by no means accidental that kung fu movies once were overwhelmingly popular in the United States. The kung fu craze can be regarded as “one signifier of a post-Vietnam stress disorder on the cultural level”.​[137]​ In other words, kung fu movie has appeal because it soothes the cultural and historical traumas. Thus, Americans were relieved from their great loss. Though the kung fu genre is a subject that remains comparatively marginalized in Film Studies, kung fu movie has always been a cultural hybrid which presents more than violence to the audiences. It was initially bound up with national themes and should be analyzed in historical context. 
Kung fu movie is not only appealing to Asian-Americans, White Americans, but also to black audiences. Watching kung fu film allows the outside audience to feel like an insider. As noted by Variety: “Appeal of the violent ‘martial arts’ meller seems to cut across all lines, getting the action-oriented fans, black and white, as well as camp followers who find the dubbing and excessive mayhem food for giggles…”​[138]​ 
Undoubtedly, the most famous actor emerging from kung fu movies was Bruce Lee. Bruce Lee was well-known for being both a martial arts instructor (​http:​/​​/​en.wikipedia.org​/​wiki​/​Sifu" \o "Sifu​) and actor. His films (​http:​/​​/​en.wikipedia.org​/​wiki​/​Film" \o "Film​) produced in Hong Kong and Hollywood brought the traditional Hong Kong martial arts film (​http:​/​​/​en.wikipedia.org​/​wiki​/​Hong_Kong_action_cinema" \o "Hong Kong action cinema​) to a new level of popularity, and therefore attracted many westerners. He is the one who made the word “kung fu” written into the dictionary. Besides, Lee can also be regarded as a Chinese iconic figure as he portrayed Chinese national pride. More often than not, Chinese nationalism (​http:​/​​/​en.wikipedia.org​/​wiki​/​Chinese_nationalism" \o "Chinese nationalism​) is observable in his films. If, before him, most of the Chinese were labeled as “Sick Man of Asia”, Bruce Lee’s new image obviously broke the stereotype, proving that the label was inaccurate. Bruce Lee creates one of those nonwhite heroes on the white-hero-dominant screen. If one may say James Bond is certainly a hero armed with high-tech weapons, Bruce Lee’s kung fu declares him a powerful hero, battling against injustice with bare hands and feet. 
Bruce Lee, as the trans-Pacific figure, built a bridge between East and West, yet his trans-Pacific identity and Hong Kong’s hybrid identity raise other complicated issues. Bruce Lee once made the self-expression of his hybrid identity in the interview, 

The truth is, I am an American-born Chinese. My identity as a Chinese is beyond all doubts. At least I have always looked upon myself as a Chinese during my years in the States, and in the eyes of the Westerners I am of course a Chinese. Being a Chinese, I must possess the basic requisites. By these requisites, I refer to the truthful representation of the culture and the display of the emotions of being a Chinese.​[139]​  

Li Siu Leung points out the ambiguity of Lee’s Chineseness represented by his already hybridized entities: “But Lee’s self-claimed ‘Chinese national identity’ and exploitation of nationalist sentiments are undercut and exposed by his own already multi-hyphenated and slippery identity – ‘American-born-Chinese,’ ‘Chinese American,’ ‘Hong Kong-Chinese,’ etc, and by his boundary-crossing journey.”​[140]​ 
Hong Kong critic Lo Kwai-Cheung made a critique that China in Lee’s films does not correspond to any cultural specificity but only serves as a moment of cultural imagination with which Hong Kong people could associate.​[141]​ I would like to argue that rather than simply associate Lee’s films with cultural imagination, his movies should be seen in a more diverse way. Bruce Lee well incorporated authentic China with Oriental fantasies, tradition with modernity, so that kung fu film could be a global and universal subject. While Bruce Lee brought about the boom of kung fu genre in Hong Kong film industry in 1970s, he also boosted Chinese kung fu to world audiences. More significantly, Lee reconstructs Asian masculinity by breaking the humiliating label of “East-Asian Sick Men” stemmed from China’s subjugation by foreign powers in the nineteenth and twentieth centuries.




Chapter 4: New Era of Diversification

After the New Immigration Act of 1965 allowed for annual quotas of 20,000 per year for each independent country, a new wave of immigration from the People’s Republic of China, Taiwan, Hong Kong, and Southeast Asia swept America. The quotas were based on the immigrant’s country of birth: China and Taiwan would share a quota for 20,000; people born in Hong Kong would come under the United Kingdom’s quota. By the late 1970s, another significant wave of immigration from People’s Republic of China took place as the United States renewed its relation with China in 1979. Mainland China was allocated its own quota of 20,000, and Taiwan was given a separate quota of 20,000 in 1982. The Immigration Act of 1986 allowed an increased quota of 5,000 for those born in Hong Kong. 
The 2000 census indicates that the Chinese is the largest single group of Asians in America and Asians and Pacific Islanders account for four percent of the U.S. population. (U.S. Bureau of Census, 2000)

Asian American Population by Major Ethnicity: 1980, 1990, and 2000 Censuses










All Persons in US	226,545,805	248,709,873	281,421,906
Brought out by the increasing population, Chinese communities have mushroomed accordingly. Thus the social situation of Chinese-Americans has also changed significantly. As in Asian Americans Pyong Gap Min states, 

The Chinese in the United States have been quite successful and, on some socioeconomic indicators, perhaps even more successful than whites. In 2000, native- and foreign-born Chinese were more likely than whites to be involved in white-collar occupations, particularly in high-skilled or status occupations such as the professions. About 34% of the Chinese held professional occupations compared to 22% of the white population. Even more remarkable is that almost 40% of native-born Chinese were professionals.”​[142]​ 

While many Chinese are involved in high positions and manage to live among middle-class white, many Chinese-Americans, particularly the foreign-born, were still trapped in low-paying service jobs such as waiting tables, washing dishes, and other service jobs in hotels, restaurants, and other entertainment activities in the ethnic economy.
It is worth noting that where there is a significant Chinese population, a Chinatown can also be found close by. To repeat again, the initial formation of Chinatowns in the United States was not voluntary. Perhaps the Chinatowns in San Francisco, Los Angeles, and New York are most well-known, but there are also many Chinatowns located in other major cities such as Boston, Chicago and Houston. John Kuo Wei Tchen gives an essential definition of Chinatown: “It was a distinct community, neither traditionally Chinese nor simply American. Its special character was born of an impassioned conflict between stubborn white-racist hostility and the tenacious desire of the Chinese to survive and remain in the United States.”​[143]​ Chinatowns are greatly influenced by internal factors and their relations with the American society. 
As to the functions of Chinatowns in the United States, basically there are two different sociological points of view. In Asian Americans, Pyong Gap Min (​http:​/​​/​www.amazon.com​/​exec​/​obidos​/​search-handle-url​/​ref=ntt_athr_dp_sr_1?%5Fencoding=UTF8&search-type=ss&index=books&field-author=Pyong%20Gap%20Min​) states both viewpoints clearly: 

The first, and probably most common, perspective views Chinatown as a place where the vast majority of residents are exploited by small business elites or by the greater society. The second perspective views Chinatown as an immigrant enclave that provides the immigrants with economic opportunities that aid in their adjustment to mainstream society.​[144]​ 

The already existing problems in Chinatown, such as a lack of sufficient social welfare and therapeutic resources have grown more critical since Chinese immigrants have dramatically increased. 
So far, it is possible to conclude that most Hollywood movies dealing with China and Chinese were set in the Chinatown. Cases can be seen from the early movie Broken Blossoms (1919) to the musical Flower Drum Son (1961), from Roman Polanski’s Chinatown (1974) to Year of the Dragon (1985), to name just a few. Gina Marchetti presents the functions of Chinatown in Hollywood movies: 

Removed from their original historical contexts and drained of meaning, ‘yellow peril’ clichés coexist with antiracist discourses, anachronistic opium peddlers interact with urban reformers. Chinatown functions as pure style with neon dragons, pop songs, lion dances, and displays of martial artistry, forming a part of postmodern popular iconography.​[145]​ 
Chinatown is caught in two worlds, created by its conflicting themes. Marchetti continues, “Chinatown fulfills a commercial hunger for a domesticated otherness that can represent both the fulfillment of the American myth of the melting pot and play with the dangers of the exotic.”​[146]​ It is precisely because of the underlying multiple functions that the role of Chinatown playing in Hollywood movie is actually similar to Hong Kong. 
Yet different from the previous films, the movie Year of the Dragon is a postmodern exploit of Chinatown by contemporary Hollywood cinema. The film explores issues related with race, gender, class and ethnicity. Directed by Michael Cimino, the movie stars Mickey Rourke as a Polish-American cop, Stanley White. He is assigned to clean up crime and corruption in Chinatown. His principal adversary is a young gangster, Joey Tai (John Lone). Multiethnicity and postmodern identity are narrated in this film. In order to hide his Polish ethnicity and move away from his working-class community, Stanley changes his surname. Tai, on the other hand, chooses illegal drug dealing to rise within the underworld so that he can fulfill his American dream. Marchetti argues in Romance and the “Yellow Peril” that  Combatants Republic of Vietnam (South Vietnam) United States of America South Korea Thailand Australia New Zealand the Philippines Democratic Republic of Vietnam (North Vietnam) National Liberation Front (Viet Cong) Strength ~1,200,000 (1968) ~420,000 (1968) Casualties South Vietnamese dead: 230,000 South Vietnamese wounded: 300,000 US dead...only when a white, male, Anglo-Saxon definition of identity is taken as the ideal, assimilation into America is acceptable. White meets this definition but Tai does not. ​[147]​
The movie Year of the Dragon inevitably irritated the Asian-American community and provoked public protest for its portrayal of New York’s Chinatown as a world full of corruption and violence. On August 13, 1985, Asian-Americans attended the preview of Year of the Dragon in Los Angeles and New York. The following day, thirty-six groups formed the Coalition to protest the release of the film. The New York coalition issued a press release on August 14 explaining their objections to the film and their reasons to protest. Charles Lyons writes in his book Movies and the Culture Wars,

Why protest? After previewing “Year of the Dragon,” many in the community were outraged by its racist and sexist portrayals of Asians, Blacks, and women characters. One woman, a garment worker from Chinatown and the mother of two boys who appeared in the film, was shocked by the violence and demeaning images on the screen. We believe that the film grossly distorts the public’s perceptions of Chinese Americans during a time of great misunderstanding and anti-Asian sentiment. Chinatown in portrayed as ‘an exotic foreign world deep within the city’ that is dominated by criminals and youth groups-a portrayal that the New York’s ‘Daily News’ called the revival of ‘the oriental villain.’​[148]​ 

Another press release issued by the coalition referred to Dragon as an irresponsible film that must be stopped. Renee Tajima told Variety that “we know we are going to outreach to other organizations, and we know we are going to demonstrate.” When the movie opened on August 16 in New York and other cities, around three hundred protesters gathered in front of Loew’s Astor Plaza on Broadway, carrying signs with slogans such as “No More Racism and Sexism!” “No More Suzie Wong!” and “End the Year of the Dragon!” ​[149]​
In response to criticism of its terrible portrayal of the Chinese community, Frank Rothman, CEO and chair of MGM-UA, announced his decision to attach disclaimers immediately to Year of the Dragon: “This film does not intend to demean or to ignore the many positive features of Asian-Americans and specifically Chinese-American communities. Any similarity between the depiction in this film and any associations, organizations, individuals or Chinatowns that exist in real life is accidental.”​[150]​ Rothman also told Variety that the company did not mean to offend any group of people.
However, whether or not being intentional, the film does demean Asians especially Chinese by reducing their culture to an excuse for violence. It mocks the positive contributions made by Chinese to this country by sending weak and twisted Asian characters who are supposed to be heroes. The white detective Stanley says in the movie, “the Chinese are always involved in something -- never involved in nothing.” The major Asian female character, Tracy Tzu, is still presented as the white’s mistress, transforming from a seductive “Dragon Lady” into a passive and subservient “China Doll” represented by her gradual loss of independence. 
Although Chinese-Americans did not completely accomplish their aims through protests, the Coalition against Year of the Dragon to a certain extent signified their resistance to Hollywood stereotyping as well as challenged dominant culture’s ability to label and define the other ethnic groups. The organized protest showed their determined will to fight against Hollywood’s hegemony over the representation of race and ethnicity. The disclaimer in fact suggested that the film industry had acknowledged Asian-Americans’ political power. Asian-Americans became more influential as viewers tried to impact film producing since their socioeconomic status has greatly improved. Moreover, it approved that to resist injustices and racial stereotypes in films, Asian-Americans of different backgrounds should form coalitions. 
In terms of resistance to Hollywood stereotypes, Xing presents the triangular cinema developed by Asian-American filmmakers in Asian America Through the Lens in three steps: 1) community building, 2) mobilizing people to take action, 3) telling stories about the Asian experience in America from an Asian perspective.​[151]​ Resistance to stereotypical images can be traced to early 20th century but was not substantial until when “triangular cinema” was developed in the 1960s.
The triangular cinema first produced several documentaries in the 1980s and 1990s. For instance, Color of Honor (1987) directed by Loni Ding describes the wartime history of the Japanese-Americans, focusing on the complex variety of responses of Japanese-American men. Some Japanese-American men chose to serve in the army to prove their loyalties even when their families were in concentration camps, some chose reversely. Some refused to sign loyalty oaths required by the government. 
Another triangular cinema documentary was Who Killed Vincent Chin (1988). The film is about a Chinese-American man beaten to death by two white men who had been fired from Detroit because Japanese succeeded in car industry competition. Their hatred towards Japanese and mistaking Chin for a Japanese man caused the death of Vincent Chin. After a trial, they were only given three-year probation and $3000 fine. As the subsequent Federal prosecution was a result of public pressure from a coalition of many Asian ethnic organizations, Vincent Chin's murder is often considered the beginning of a pan-ethnic Asian-American movement.​[152]​ The film shows how racism allowed the murderer to generalize his hatred and then concentrate it on a single individual, and how racism was also a factor in the trial. Ironically, we can learn from this case that Japan and Japanese people had transformed once again from America’s friendly ally to sinister marauders. 
It is of essential importance now to look at the social changes in different areas including political policy and economic situation and to explore the root of anti-Asian especially anti-Japanese sentiment during Ronald Reagan’s presidency. As mentioned in the previous chapter, during the 1970s Americans were encountered with the crises of race, the loss of confidence and the virtuous American self-image. The U.S. trade deficit increased after it lost out to Germany and Japan in the international market. American influence as the sole superpower waned with the growing anti-American hatred and the rising Communist power. In such atmosphere, Ronald Reagan easily defeated President Jimmy Carter in 1980 by promising a Reagan Revolution to revive a great America. 
The Reagan administration played a major role in modern American history by ending the cold war. However, during Reagan administration, the continuing economic recession and growing monopoly capitalism further worsened the economic imbalance, from which the black people seemed to suffer most. It is noted that “during the period 1982-1989, 131 factories in Los Angeles, the majority of whose employees were blacks, closed and moved to the Third World. This move cost 124,000 jobs.”​[153]​ In 1992, U.S. Representative Maxine Waters claimed that “about 40 to 50 percent of blacks in Los Angeles were unemployed.”​[154]​
However, the conservatives proposed a return to traditional values to cure these socioeconomic problems.​[155]​ Considered from their perspective, the current social welfare policy was invalid, and what had done by the government was merely “throwing good money after bad.”​[156]​ Similar remarks also exist in Charles Murray, a conservative theorist’s book, in Losing Ground: American Social Policy, 1950-1980. According to his point of view, “race is not a morally admissible reason for treating one person differently from another.”​[157]​ Again, Asian-Americans together with other ethnic groups became victims under “divide and conquer” racism. Chinese computer whizzes, Vietnamese shrimp wholesalers and Korean greengrocers were labeled as the paradigms of “family values”.​[158]​ In contrast to Asians’ promotion, blacks were at the “bottom rung of the ethnic ladder”​[159]​, which aroused their envy and antagonism against Asians. 
However, on the one hand, Asian-Americans were still labeled as model minority by reason of racial politics; on the other hand, their images, the portrayals of Japanese in particular, were affected greatly by changed international circumstances. According to a national survey conducted in 1986, 44 percent of Americans attributed their economic problems to the competition from Japanese corporations. Many American workers felt that Japanese corporations were stealing U.S. markets. 
Such blames can be found in plenty of magazines, TV shows and films. Japanese purchase of MCA, Columbia Pictures, CBS Records, and the Rockefeller Center caused public protest in the United States and the media therefore kept stirring up anti-Japanese sentiment. In the eyes of many Americans, Japan was searching for a method to compensate “their losses during the war.”​[160]​ In 1985, The New York Times Magazine made similar remarks,

Today, 40 years after the end of World War 11, the Japanese are on the move again in one of history’s most brilliant commercial offensives, as they go about dismantling American industry. Whether they are still only smart, or have finally learned to be wiser than we, will be tested in the next 10 years. Only then will we know who finally won the war.​[161]​ 

Meanwhile, Hollywood continued to produce a series of movies to depict the conflicts. The gentle comedy Gung Ho (1986) focused on mediating the clash of work attitudes between the foreign management and native workers after a Japanese car company buys an American plant. In movies like Black Rain (1989) and Rising Sun (1993), Japan is seen as a big threat to America. As is indicated by the lines from Variety, “the Japanese as an ethnic group were inassimilable, not least because Japan’s rise to world power status was perceived as a threat to the United States and to Western perceptions of the Orient as feminine.”​[162]​ Japan, as a strong competitor, was feared even more than the primary adversary by most Americans 
Yet, just as Yen Le Espiritu (1992, 134) states: “Because the public does not usually distinguish among Asian subgroups, anti-Asian violence concerns the entire group-cross-cutting class, cultural, and generational divisions.”​[163]​ Consequently, the growing anti-Japanese sentiments had resulted in the anti-Asian violence. Hollywood did not pretend to ignore the imaginary construct of new Yellow Peril. Chinese and Chinatown hence were victimized and criminalized.
Like Year of the Dragon which represents a simple example of the postmodern use of Chinatown, many other postmodern movies were produced in order to fulfill a domestic commercial hunger for “otherness”, meaning the exotic danger. In “From Yellow Peril through Model Minority to Renewed Yellow Peril”, Doobo Shim takes on a movie journey to show the renewed image of Yellow Peril. Here, I would like to borrow his examples. The Bloodsport(1988) is about how Frank W. Dux (​http:​/​​/​en.wikipedia.org​/​wiki​/​Frank_Dux" \o "Frank Dux​) (Jean-Claude Van Damme) fights with a cruel Chinese martial arts player. In The Protector (1985), two New York policemen, one Chinese acted by Jackie Chan and one white, go to Hong Kong to battle a criminal organization. Deadly Target (1995) shows a white Hong Kong policeman comes to Los Angeles to arrest Wu Chang, a Hong Kong drug dealer. In Blue Tiger, except for a policeman, all Asians are portrayed as gangsters. 
It is during this period of time that Chinese and Chinese-American actors and filmmakers emerged to achieve significant success by creating realistic depiction of Chinese and Chinese-American life and by incorporating Chinese culture into the representations. Hence they produced images that aim to counter Hollywood stereotypes. Rather than fit in the long-term stereotypes created by Hollywood, these images attempted to depict the rich and complex cultures of China. Although we may not say they have completely broken through the stereotypes, they indeed shaped conventional Hollywood Asian images into more diversified way. Among the most well-known of these film directors is Wayne Wang.
Wayne Wang was born in 1949 and grew up in Hong Kong (​http:​/​​/​en.wikipedia.org​/​wiki​/​Hong_Kong" \o "Hong Kong​). He moved to the United States study medicine when he was 17 years old. But later he decided to study film and television the California College of Arts and Crafts in Oakland. His earlier movies Chan Is Missing (​http:​/​​/​en.wikipedia.org​/​wiki​/​Chan_Is_Missing" \o "Chan Is Missing​) (1982), Dim Sum: A Little Bit of Heart (​http:​/​​/​en.wikipedia.org​/​w​/​index.php?title=Dim_Sum:_A_Little_Bit_of_Heart&action=edit&redlink=1" \o "Dim Sum: A Little Bit of Heart (page does not exist)​) (1985) and Eat a Bowl of Tea (1989) helped to establish his reputation. Perhaps The Joy Luck Club (1993) can be regarded as his best-known work which was also a breakthrough for the portrayal of Chinese in America. Wayne Wang is certainly an influential filmmaker, making both independent films and mainstream Hollywood movies, yet he remains predominantly an independent director. Most of his more recent films, including Smoke (1995), Blue in the Face (1995), Chinese Box (1997), and The Center of the World (2001), are independent films related with race, class and gender and ethnicity. 
The movie Joy Luck Club is based on the brilliant homonymous novel written by Amy Tan (​http:​/​​/​en.wikipedia.org​/​wiki​/​Amy_Tan" \o "Amy Tan​) in 1989. The movie explores several aspects, namely, the hopes and disappointments that resulted from the American Dream, the conflicts between American and Chinese cultures, the relationships between mothers and daughters growing up in different backgrounds. Though The Joy Luck Club takes place primarily in San Francisco in the United States, many stories occur in flashbacks set in China. 
The Joy Luck Club was set up by the mothers to escape their despair resulted from war and to bring some happiness to their lives. The four extraordinary women, Suyuan (Kieu Chinh), Lindo (Tsai Chin), Ying Ying (France Nuyen), and An Mei (Lisa Lu) left their homeland many years ago and migrated to America full of hopes and dreams. When they settle in the United States, they are faced with difficulties in sustaining their native culture and heritage. In addition, it is even more painful to pass down the culture and heritage to their daughters. After Suyuan has passed away, three other members of the club invite her daughter June (Ming-Na Wen) to take her place. 
June belongs to the new generation, growing up in the United States, speaking English and learning American customs. June, together with Lindo’ daughter Waverly (Tamlyn Tomita), Ying Ying’s daughter Lena (Lauren Tom), and An Mei’s daughter Rose (Rosalind Chao) try their best to become Americanized as well as to be a part of the modern, liberal American society in which they have been raised, though meanwhile they have failed to appreciate their mothers’ hidden love. Yet as they gradually learn their mothers’ experiences in China from their mothers, the daughters begin to understand and accept their dual heritage. 
After the novel climbed the best seller list, Amy Tan received several offers from Hollywood, proposing to adapt the book into movie, but she rejected them. She was still uncertain about how Hollywood would deal with her ethnic stories. As Tan says in her 2003 memoir The Opposite of Fate, “I was still not sure the book should be a movie. What if the movie was made and it was a terrible depiction of Asian-Americans?”​[164]​ Her decision did not change until after she met with Wayne Wang in 1989. 
Interestingly, at that moment Wayne Wang was reluctant to do another Chinese themed movie after he had just completed Eat a Bowl of Tea (1989). But the plot of The Joy Luck Club impressed him so much that he decided to adapt the novel into film. “After a wonderful conversation about everything from the book to family to Asians and Asian-Americans in the arts, I knew intuitively that Wayne was the right person to direct the movie,”​[165]​ says Tan in her memoir. Soon Oscar-winning screenwriter Ronald Bass (the screenwriter of Rain Man) joined them. Despite this, Amy Tan was still worried about how the film would turn out since the outcome would more or less influence the future of Asian-American subject movies. “That’s a terrible burden,” says Tan, 

[…] especially when you’re just trying to create your own vision and not necessarily right past wrongs, or set the record straight on the history of China, or break down cultural barriers, or open film job markets for other Asian-Americans, or put every single stereotype to rest once and for all...Our abiding thought was this: If we could make a movie that seemed honest and true, a movie about real people who happened to be Chinese-American, we would have a better shot at making a movie that people would want to see, that they would be moved by, that would get them talking to their friends and so give the movie legs. It might thus bring in enough receipts to change Hollywood’s mind that movies about Asian-Americans can’t be successful.​[166]​

The later great success of the movie allowed us to say that The Joy Luck Club was the most important Chinese-American film ever made. Yet both the film and the book were criticized heavily for being Orientalist and whitewashed, portraying outrageously of the Chinese people. The images help to perpetuate the exotic stereotypes of Asian-American women. As Chinese-American author and playwright Frank Chin states in Come All Ye Asian American Writers of the Real and the Fake, “Amy Tan opens her Joy Luck Club with a fake Chinese fairy tale about a duck that wants a swan and a mother who dreams of her daughter being born in America, where…a woman’s worth is not measured by the loudness of her husband’s belch…The fairy tale is not Chinese but white racist.”​[167]​ His statement partly explained why the book and movie were not so welcomed in China and Chinese-American community. 
Leave the criticism aside, the remarkable success of The Joy Luck Club has proved that Chinese-theme movies can be commercially successful, though one may argue that the success of the movie largely due to the achievements obtained by the book, 75 weeks on the New York Times best-seller lists, translated into 23 languages, and sold more than 2 million copies.​[168]​ Such argument was also supported by Doobo Shim.
Despite of the triumph, The Joy Luck Club did not win a single Academy Award nomination. There is no doubt that Asians continue to be more under-represented than both African-Americans and Chicanos, mainly because Asians are less likely to speak out in public as a collective. Far from the expectations of the mothers in The Joy Luck Club that women should refuse to accept abuse or second-class treatment, The Joy Luck Club suffered double discrimination, that is, racism and sexism, as the movies was largely a woman's story and was an Asian movie. 
Besides Wayne Wang, director John Woo was also lured to Hollywood, where he has made big-budget action films such as Broken Arrow (1996), Face/Off (1997) and Mission Impossible II (2000). He was described by Dave Kehr (​http:​/​​/​en.wikipedia.org​/​wiki​/​Dave_Kehr" \o "Dave Kehr​) in The Observer (​http:​/​​/​en.wikipedia.org​/​wiki​/​The_Observer" \o "The Observer​) in 2002 as “arguably the most influential director making movies today.”​[169]​ John Woo has successfully directed many films dealing with non-Chinese themes after he went to Hollywood. However, unlike Sandell’s argument that “Woo’s success indicates that his films can be usefully (if not completely) understood within the terms of Western discourse”​[170]​, I would like to suggest that Woo’s movies should be seen as the extension of the craze on U.S. screens brought by the earlier Hong Kong movies. 
During the same period of time, many of the actors who became stars in Hong Kong have also crossed over into Hollywood films: Jackie Chan, Jet Li, and Chow Yun Fat are all becoming recognized by western audiences. Hollywood has even changed its black and white buddy film formula to include Asian actors. For instance, Jackie Chan co-starred with Owen Wilson in Shanghai Noon (2000) and with Chris Tucker in the comedies Rush Hour (1998) and Rush Hour 2 (2001). The achievements of these Chinese actors thus have opened a new era by changing the practice of white actors wearing yellowface.
In a recent book Who are we? Samuel Huntington points out three models to understand American identity. The most famous is the Melting Pot, as Crevecoeur said in 1782, “individuals of all nations are melted into a new race of men.”​[171]​ A second model which is called Anglo conformity, focused on a process of assimilation to the values established by the first English settlers. The third model, now called Multiculturalism, offers a different vision. It describes American society as a salad bowl in which ethnic groups preserve their own culture while contributing to juxtaposed American culture. As Samuel Huntington notes, “the ideologies of multiculturalism and diversity eroded the legitimacy of the remaining central elements of American identity, the cultural core and the American Creed.”​[172]​ Huntington continues in Who Are We, saying 

America’s third major wave of immigration that began in the 1960s, brought to America people primarily from Latin America and Asia rather than Europe as the previous waves did. The culture and values of their countries of origin often differ substantially from those prevalent in America. It is much easier for these immigrants to retain contact with and to remain culturally part of their country of origin.”​[173]​ 

With the notion of multiculturalism spreading in different fields, it generated considerable effects. As President Clinton anticipated, America would lose its core culture and became a multicultural society. Yet serious questions in terms of multiculturalism continue to be debated, questions including the future of cultural development in American society, and sociological questions about the relationships between the institutionally dominant majority culture and the minority cultures, the populations of which are increasing rapidly. Tom Tancredo called it the “cult of multiculturalism” and “cultural suicide.” The former governor of Colorado, Dick Lamm once predicted that multiculturalism will lead to the “destruction of America.” The fear of losing national identity, American exceptionalism and the misconception that multiculturalism is opposed to the West and to Western civilization hampered the process of multiculturalism. 
Although multiculturalists have made great achievements in the United States particularly in educational circles, Gregory Rodriguez (​http:​/​​/​www.newamerica.net​/​people​/​gregory_rodriguez​/​recent_work​) criticized that “they've never gotten close to persuading the federal government to adopt a true multicultural system, in which minority groups would be provided with resources so that they could maintain distinct and permanent parallel universes, truly blacks-only or Chinese-only cultures.”​[174]​ It is suggested by many scholars that multiculturalism’s impact should extend well beyond academe. One may argue that multiculturalism has already shaped fashion trends, advertising campaigns, television programming, even corporate slogans, and will continue to influence popular tastes, from music to food, home decoration to literature.​[175]​ Many companies began to target at these long-ignored groups of people, launching new marketing strategy. For example, the Italian brand, Benetton, exploited multiculturalism ideology and came up with the slogan “United Colors of Benetton” to establish its multiculturalist’s image. 
Under such favorable atmosphere, it became a popular trend for people to discover their once repressed ethnic identities and seek their origins. The melting pot ideology was replaced by the newly-formed theory on the basis of different culture traits. The emergency of new American history required Hollywood to respond. Therefore, multiculturalism in contemporary Hollywood cinema has growing. These mass images appearing in Hollywood screen helped general audience to re-examine and re-construct American history. Without doubt, Hollywood image-making process did gradually reconstitute the America’s collective memory of historical events. During the same period, many filmmakers began to pay attention to Hollywood’s version of multicultural awareness and examined those long-term stereotypes. However, it is not enough to say that the twisted images of ethnic groups have been changed. In Jon Hurwitz’s words, “I feel like Hollywood is a little behind the curve usually in terms of what America is ready to accept from a cultural standpoint… Film-goers are a bit savvier than they are given credit for.”​[176]​ 
Therefore, it is not surprising to see Chinese or Chinese-American actors and stories in contemporary Hollywood cinema continue to be marginalized, although the representations of Chinese characters have continued to be improved by the efforts of ethnic directors and actors over the course of the twentieth century. Gay Geneva noted that “whites use power to perpetuate their cultural heritage and impose it upon others, while at the same time destroying the culture of ethnic minorities.”​[177]​ While the actors from minorities intended to rectify racial and sexual stereotyping, they have to subject to Hollywood bias at times. 
Greg Pak, an American film director and comic book writer said in an interview: “Even the best known Asian American actors have a tough time finding roles outside of the geisha/delivery boy/dragon lady/scientist/martial artist/evil Japanese businessman stereotypes. These are great actors, and they deserve the chance to play leading roles which don't have anything to do with ethnic stereotypes.”​[178]​ For instance, Jet Li, who used to only play hero that favored by many audiences in Asia, now has been quite often cast as a stereotypical villain in Hollywood movies like Lethal Weapon 4 and The Mummy: Tomb of the Dragon Emperor (​http:​/​​/​en.wikipedia.org​/​wiki​/​The_Mummy:_Tomb_of_the_Dragon_Emperor" \o "The Mummy: Tomb of the Dragon Emperor​). Similarly, Chow Yun Fat, one of my favorite Chinese actors, known to Asian audiences as a cross between Cary Grant and James Bond, but in Hollywood he was restricted by the period films like Anna and the King and martial arts epic like Crouching Tiger, Hidden Dragon that U.S. audiences know best. Chow voiced his disappointment over racial barriers that still persist in American movie industry: “Honestly, I prefer (to do) more dramas. In American society ... Asian actors are not accepted as leading me. Maybe we have to wait for a few more years.”​[179]​ Film historian David Thomson admitted that “we break down these barriers very slowly and I don't think we are doing it quickly enough to encourage an actor like Chow to think he will get away with it. I think there is a great deal of racism in the country too.”​[180]​ 
If stereotype can be defined as “the dominant image of a group or a place in mass production system,”​[181]​ then one may say even Jackie Chan’s martial arts have assisted in reinforcing the generic stereotype of Chinese in western films. Although Jackie Chan no longer describes him as a kung fu star and one might argue that his resistance to labeling has helped him survive in Hollywood. However, he is still consumed largely as a martial arts star. In addition, Jackie Chan in his movies rarely gets the chance to kiss his female lead. Similar to Cheng Huan, who after all his tender loving care, is not arranged to kiss his lover. Without exaggeration, Chinese characters in the movies are seldom allowed to kiss their female partners. According to Jachinson Chan, “representations of Chinese men are excluded from being a part of elite group simply because a hegemonic masculinity seeks to define itself against men of color, fueling its need to constantly re-invent or re-imagine a homogenous patriarchal identity to protect its own networks of power.”​[182]​ Even the success of Crouching Tiger, Hidden Dragon largely was due to the fact that it combines traditional masculine martial arts with the femininity in order to match the ethnic discourse of Chinese-American. 
Ang Lee, the director explained his promotion strategy: “In Asia I have to deliver the film like a summer blockbuster, like a Jackie Chan movie; but afterwards I have to bring the movie to the west and release it like an art-house film, because of subtitles. I try to please everyone.”​[183]​ In Shih Shu-mei’s opinion, as migrating to the western cultural domain, the Chinese culture would inevitably be encountered with profound ambivalence and containment. The martial arts epic Crouching Tiger, Hidden Dragon was also contained by the mainstream American discourse.​[184]​ Nevertheless, as the first foreign-language film to be nominated for ten awards and the first Asian language film to be nominated for best picture, it did succeed in opening the American market to the products of Chinese film industries. As a matter of fact, the struggling of Ang Lee for mainstream popularity in the United States proved once again the difficulty to break through the racial barrier. 
Ang Lee was born in Taiwan and attended the New York University film school. Like many other filmmakers with ethnic backgrounds, he began his career in independent film by telling stories of the Chinese-American experience. His first three films, Pushing Hands (1992), The Wedding Banquet (1993), and Eat Drink Man Woman (1994) are all dealing with Chinese and Chinese-American families. However, as Lee began to receive larger budgets and major white stars from Hollywood backers, his films became less and less about Chinese-American culture despite his own desire for making more films about Chinese-Americans. His movies in the second half of the 1990s included a Jane Austen adaption Sense and Sensibility (1995), The Ice Storm (1997), a film about bored suburbanites in New England in 1970s, and a Civil War Drama Ride With the Devil (1999). While these movies demonstrated his ability to direct more mainstream film projects, Crouching Tiger, Hidden Dragon brought him greatest acclaim.
 Crouching Tiger, Hidden Dragon was adapted from a martial arts novel written by Wang Dulu. The story happens in Qing Dynasty. It is about the complicated relationships and conflicts between three female leads and the male lead. The seemingly woman-centered story in the end reaffirms patriarchy authority by depicting Li Mubai as a symbol of patriarchal power. 
Similar to many other people of his generation who grew up in Taiwan, Ang Lee did not really know China. “I found out about the old China,” Lee said, “from my parents, my education and those kung fu movies.” When he finally went to the mainland to shoot the film, Lee said: “I knew nothing about the real China. I had this image in my mind, from movies. So I projected these images as my China, the China in my head. In some ways, we're all looking for that old cultural, historical, abstract China -- the big dream of China that probably never existed.”​[185]​ Although Hong Kong martial arts movies had successfully constructed the myth of Chinese masculinity and patriarchy related to Chinese nationalism,​[186]​ Ang Lee manages to present the movie in a less threatening tone. He interprets the movie by using western melodrama, “family dramas and Sense and Sensibility are all about conflict, about family obligations versus free will… (the martial arts form) externalizes the elements of restraint and exhilaration. In a family drama there is a verbal fight.” ​[187]​ 
As the contemporary film industry becomes more international with creative personnel and money from different countries, it is necessary for a film to target a global cinema audience.​[188]​ Crouching Tiger, Hidden Dragon turned out to be a movie favored both by Western and Eastern audiences. With a budget of $15 million, the movie earned over $200 million worldwide which demonstrated again that Chinese-theme movie can be well accepted by global audiences. The movie received both high recognition and tough critics. Salman Rushdie considered it as a kind of local resistance against global Hollywood hegemony. On The Flip Side stands Derek Elley who saw Crouching Tiger, Hidden Dragon as Hollywood’s colonial use of the martial arts genre as it was designed primarily to appeal to Western audiences in general. Furthermore, Hamamoto claims that, 

[…] the career trajectories of filmmakers such as Wayne Wang and Ang Lee illustrate the impossibility of pinning down (even if this were desirable) the idea of an Asian American cinema. They began by making exceptional films that brought the textures of Asian American lived experience to the screen in highly original ways, but both then made self-conscious moves to break out of the ethnic ghetto…those directors who decide not to foreground Asian American characters and themes have made a political choice to hide behind the mask of a ‘color-blind’ race-neutrality in the name of a false universalism and bourgeois humanism that nevertheless defers to Whiteness as the presumptive standard of superiority.​[189]​

It is obvious that Hamamoto considers it necessary to maintain race-specificity if one wants to make Asian-American theme film. Yet Ang Lee follows the path that is strongly against by Hamamoto, making Americanized Chinese films as well as American films in order to appeal to “a more globalized audience”​[190]​ On the other hand, Lee’s own statement that “filmmaking used to be a one way street from West to East,” but is now more globalized because “the gap between the cultures is getting erased every day,”​[191]​ suggests how his western films incorporated with his eastern background and his efforts to bridge the gap between different cultures. 
After the romantic and period action epic Crouching Tiger, Hidden Dragon won him four Oscars, Brokeback Mountain (2005) marked another triumph in Lee’s filmmaking career. The film was adapted from the romantic story written by Annie Proulx. It had won Lee the most nominations for the 78th Annual Academy Awards (​http:​/​​/​en.wikipedia.org​/​wiki​/​78th_Academy_Awards" \o "78th Academy Awards​). It portrays passionate yet tragic love between two gay cowboys, Del Mar (Heath Ledger) and Jack Twist (Jake Gyllenhaal). The film was not released in China but Chinese audiences could easily access to the movie. Albeit the movie is beautifully shot, it touched on a sensitive topic, homosexuality. 
One may discover that Ang Lee also add eastern element in Brokeback Mountain as many of his other American films. His eastern background and his exposure to western culture enable him to make a movie like Brokeback Mountain with an avant-garde theme in a reserved way. Here, I would like to say, although Ang Lee’s movie themes range from “Chinese-American”, “American” to “Chinese”, his movies are not completed separated from his Asian point of view. Ang Lee has been working to depict his efforts to narrow the distance between different cultures by adopting more universal themes. 










I have tried in this paper to trace a development of Chinese and Chinese-American screening images within the conceptual framework of continuities and discontinuities – continuities that were related to the stereotypical representations and discontinuities that were considered to assert the influences of Sino-America relations and multiculturalism. Chinese experience in America, similar to all people of color, is a painful history intentionally ignored or even contempt by American society. 
On first arrival at the United States, the Chinese worked at very low pay and had to live only within Chinese community in view of racial discrimination. Their images were distorted by American mass media. In any case, Hollywood stereotypes of Chinese help whites maintain social and cultural differences. Such stereotypes reflect Orientalism, of what Said called “a marvelous instance of the interrelations between society, history and textuality.”​[192]​
Essentially, film business is a profit-driven industry that aimed at attracting as many audiences as possible.​[193]​ Similar opinion is expressed by Doobo Shim, focusing on the power of audiences. The marketability of the films plays a large role in determining the direction of Hollywood movies. Therefore, ethnic minorities such as Asian-Americans are neither the largest nor the most desirable audiences according to many Hollywood producers. Hence, it is not surprising to see that stereotypes of Chinese are reproduced and recycled again and again for the purpose of catering to major audiences’ desires.
Yet the Chinese were not blind to the insults and degradation. Movies such as Fu Manchu, Charlie Chan met with strong protest from both Chinese community in America and Chinese government. The Chinese community in the United States was formed first for better working conditions, and later for political power and social prestige. They also have gone hand-in-hand with other Asians to fight against Hollywood stereotypes of Asian representations. Large-scale protest sometimes can be seen in public. Yet it was only within the last few decades that Hollywood began to respond to the collective pressure from Asians. Meanwhile, a large number of filmmakers and actors have been endeavored to creating new images of Chinese by introducing richer and more complex Chinese culture. Actors such as Joan Chen, Nancy Kwan, Bruce Lee, Jet Li and Chow Yun fat, screenwriter David Henry Hwang, and directors Wayne Wang, John Woo, Ang Lee and Justin Lin, have been giving updated maps of the terrain of American cinema. Yet, more movies about real Chinese and the Chinese-American are expected to be produced and known in order to help eliminate stereotypes. 
It can be said that the primary aim of multiculturalism is to make people aware of the economic, social, political and historical causes and effects of different groups of immigrants. As a consequence of multiculturalism and mutual communication between major and minor groups, either the overt racism or the insidious racist discrimination could be recognized and hopefully the prejudice and stereotypes will disappear. Since cultural racism in Hollywood and the media is still persistent and devastating, I would like to suggest that people of color should unite together so that their protest could be more powerful and more heard by Hollywood and major society. The case of Year of the Dragon described in Chapter four has proved the power of Asian-Americans when they stand together even though they do not necessarily have the same origin, 
In addition, racial tolerance and multiculturalism promotion are long campaigns; otherwise, distorted images of Chinese can not be changed. To change Chinese representation in movies by no means refers to romanticize the past of Chinese representation. Instead, all nations and races deserve impartial portrayals and their history should be officially recognized.  
To a large extent, the Chinese-Americans are conflated with the Chinese. The status of Chinese-Americans is largely affected by the position of China without dispute. The purpose of my study is not only to depict the evolution of the representations of Chinese, but more important is to evaluate and explore the underlying reasons. The paper has attempted to initiate a start in analyzing the roots of the stereotypes and the factors that contributed to the shifting changes in different periods of time. Perhaps the most significant factor has been touched in this paper, that is, the political reason. 
From the beginning of the contact between China and the United States, Americans have seen the assorted pairs of plus and minus images of the Chinese. At a given time, the Americans have seen the Chinese as the most wonderfully remarkable people on earth, or as its most fearful monsters, depending on the political and emotional requirements. According to Isaacs, “in the case of China, they [American audiences] were additionally ruled by the politically powerful emotions generated in America…”​[194]​ The shift between minus image and plus images was perhaps more directly shown in a number of Gallup polls. Among these polls, one asks which country, Russia or China, is seen as a “greater threat to world peace,” Russia has occupied the first place from the onset of the cold war. However, China steadily took Russia’s place as the more ominous threat. The Gallup percentage showing China as a bigger threat moved up from 32 percent in 1961 to 47 percent in 1963 and reached a peak of 71 percent in 1967. After the Nixon trip to Peking, the figure for China dropped rapidly. In chapter three, I also compared Americans’ views towards the Chinese and the Japanese and transfer qualities from one people to another by adopting the data collected from Gallup polls. Such ambivalence has been reflected in various movies, such as the evil man Dr Fu Manchu, or the diligent people in The Good Earth. Sometimes, the filmmakers combined a set of images and produced movies like The Broken Blossoms. 
The Americans had experienced the Chinese as sources of profit, objects of curiosity, admiration, fear, contempt, and hostility. Meanwhile, the mass media, such as television and film, have lent all its enormous coverage to political events in different time. Today, China is still seen as a big threat to America, so the ambivalence will continue and images of the yellow peril will be created continuously by Hollywood. As how Americans see China and the Chinese is connected with how they see Japan and the Japanese, I have tried in some chapters to make a brief comparison between the Japanese and the Chinese to explore their similar situations. 
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